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Prologue 


Since the end of the eighties, Latin American telenovelas have 
demonstrated the industry?s ability to break through continental 
barriers and become part of the global market. Academic literature 
has focused on the Brazilian industry, led by the Globo network, 
and on Mexico's Televisa. The Argentinian telenovela industry 
seems less developed in comparison, and has been less successful in 
attracting the attention of researchers. However, some Argentinian 
telenovelas have been highly successful in countries such as Russia, 
Bosnia and Israel, where the stars of the genre have become popular 
media figures. As the heirs of a theatrical style that portrays the 
customs and traditions of a variety of periods, the structure of 
Argentinian telenovelas is different from those of other countries. 
These differences emerged in the early seventies, when a number of 
telenovelas were broadcast during the evening in an attempt to 
attract male viewers. From the late seventies to the mid-eighties, 
telenovela production was influenced by the policies implemented 
by TV channels during the military dictatorship (1976-1983), 
when the regime attempted to dismantle the local telenovela 
industry as a trial run for a wider process with which they intended 
to do away with all domestic TV production. 

However, at the end of the eighties and during the nineties the 
local industry expanded and began to advance towards external 
markets. “Television producers adopted the production methods of 
their foreign investors and this had a positive effect on the quality 
and content of productions. During this period the country under- 
went enormous changes in the economic, social and political areas, 
and this led to widespread social debate. The changes were partic- 
ularly evident in the telenovela genre. 

During the nineties the trend towards the internationalization of 
telenovelas intensified and there was disagreement between the 
people in the industry who wanted to disguise local features in an 
attempt to make the serials more “international” and those who 
wished to preserve and enhance these features. “These divergences 
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show the influence of globalization on Argentinian societv; one posi- 
tive effect was that it led to an increased appreciation of democratic 
rule and values. Along with these concepts, however, came social 
mobilitv, which widened the economic gaps between social classes, 
and brought about the impoverishment of certain sections of 
society, mainly in the middle classes, leading to the escalation of 
social protest movements. In their own wav, telenovelas also 
reflected historical and cultural processes taking place in the heart 
of Argentinian societv, such as the internal migration of people from 
the country to large cities and the tension this created, along with 
the struggle to define a collective identity. 

In this context, the book explores how popular texts such as 
telenovelas become hybrid cultural texts which illustrate concrete 
Argentinian historical issues, reflecting internal processes of global- 
ization and rationalization. In addition, the book attempts to 
examine whether telenovelas, as part of a wider cultural process, 
provide a subversive interpretation of reality, empathize with the 
political views of the government, or just reflect historical, political 
and social circumstances. 

Hybridization is one of the most visible phenomena in interna- 
tional television, and has reached the world of telenovelas where it 
is evident in the mixture of television and film genres and in direct 
or indirect references to varied and sometimes self-referential media 
texts.! 

In this way television texts can cater for the needs and tastes of 
an extremely heterogeneous and diversified audience. In the era of 
neo- and post-television and the melding of syncretism, the 
hybridization of television genres and recycling of contents have 
become easily observable features of television programming.? 

Television texts, like novels according to Bakhtin's analysis, grow 
into a dialogue of resonant voices and create a forceful polyphony 
that reflects the heteroglossia produced by each cultures diverse 
discourse. Bakhtin describes this discourse as the different mean- 
ings that coexist in the same language, or between different 
languages, social groups and historical moments. In other words, 
there are many possible interpretations of events or social dynamics, 
not just one. These interpretations coexist and become embedded 
in an infinite network of social interactions and world visions.* 

Hommi Bhabha adopts some of the Bakhtinian concepts, 
redrafted in postcolonial studies. The author explains that 
hybridization is a space in which the binary divisions and antago- 


2 


aharoni 2- index = 11/06/2015 15:37 Page 3 


-6- 


PROLOGUE 


nisms that characterize modern political concepts, including the 
long-standing opposition between theorv and politics, no longer 
operate. Instead of the old dialectical concept of negation, Bhabha 
speaks of negotiation and translation as the onlv possible wav of 
transforming the world and bringing about a new political outlook. 
In other words, the process of cultural hvbridization usuallv gener- 
ates new phenomena and meanings, as well as new areas for 
negotiation and representation.' 

Thus the text is conceived as a polyphonic formation in which 
many voices are heard to debate, expressing different ideologies, 
different value systems, and a different context. This Third Space, 
a hybrid space, allows for the development of hybridization strate- 
gies, discursive strategies that reproduce voices and non-consensual 
positions. They construct their own versions of the historical past 
and contribute to the consolidation of new collective identities that 
emerge from a background of historical, political and social 
processes, visible in the telenovelas analyzed in this book.* 

Acceptance of the broad concept of hybridization, developed by 
Néstor García Canclini for the Latin American setting, is essential 
in order to understand the various hybridization strategies that 
appear in the telenovelas examined here. According to Canclini, 
hybridization accounts for the advances and retreats of globaliza- 
tion, which affect different national identities (traditions, culture, 
etc.); it produces a variety of crossovers in which two cultures, or a 
whole set of them, interrelate and engender cultural offshoots that 
no longer recognize a national identity of their own, but admit the 
partly forced and partly accidental integration of assorted fragments 
of cultural identities, leading to diverse identities of belonging.* 

During the nineties Argentina underwent profound changes in 
economic, political and social spheres. "These transformations also 
had an effect on the domestic television industry, and in particular 
on the production of telenovelas, which began to generate cultural 
products aimed at national and international audiences. This was 
how the local industry began its transnational phase by gaining new 
markets, and telenovelas began to present hybrid narrative struc- 
tures that masterfully merged different themes and genres.” 

The growing hybridization of the genre brings together tradi- 
tional storylines, such as the Cinderella plot, with elements more 
usual in thrillers and comedies. This tendency has influenced the 
telenovela industry in general and Mazziotti states that in Argentina 
there has been a constant vacillation in the classification of television 
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genres. Many of the telenovelas produced in the nineties and after 
have gone under the name of tiras (strips), a nonspecific term coined 
by the industry that fits a variety of genres produced and scheduled 
in a manner very like a series. The hybridization of telenovelas cre- 
ates new ways of interpreting them — as narratives that sustain a 
dialogue with the historical and socio-political context.’ 

The book has two sections: the first section consists of two chap- 
ters which examine the broad context within which the telenovelas 
were produced. It also includes cultural and sociological consider- 
ations that are relevant to contemporary Argentinian reality, and 
reviews significant academic literature on the subject of the 
countrv's television industry in general and telenovela production 
in particular. The historical introduction explores the events that 
took place during the period in which the shows were being 
produced and broadcast, such as the rise of Carlos Menem to 
power, his unique political style and the wide-ranging economic 
reforms initiated during his term in office. The chapter also deals 
with instances of corruption and other episodes that occurred in 
Argentina during Menem's rule, which preceded Fernando de La 
Rúa's brief presidency and his dramatic fall from grace. Special 
attention is given to the events that took place following the 
economic and political crisis in 2001, before Néstor Kirchner was 
elected president. It was during the Kirchner presidency that the 
subject of human rights and the issue of ‘los desaparecidos’ (the 
disappeared) returned to the centre of public debate. The second 
chapter in this section examines trends in Argentinian television, 
especially in the production of telenovelas, and highlights produc- 
tions that are perceived as milestones in the local industry, some of 
which follow the folk culture tradition (costumbrismo) and reflect the 
social behaviour of the period in which they were broadcast. During 
the years of dictatorship, the telenovela industry was affected by 
unfavourable decisions made by the military rulers, who believed 
that telenovela texts had the potential to undermine their authority 
and threaten the existing order. This section also introduces an 
analytical comparison of Argentinian telenovelas with the Brazilian 
and Mexican variety. 

The second section, and focal point of my research, is an analysis 
of nine telenovelas produced between the early nineties and the 
beginning of the present century. In this section I shall analyze how 
the events and issues outlined in the first section are represented in 
several telenovela narratives. 
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As the book devotes special attention to the social and historical 
circumstances under which the telenovelas were produced, it 
focuses on three different periods, examining situations that shaped 
the political and social historv of contemporarv Argentina. The 
three periods are marked bv dramatic upheavals suffered bv 
Argentinian societv even during democracv. These disruptions 
lasted a relativelv short time but had serious implications. The text 
is organized to facilitate the identification of explicit and implied 
references to real events. 

The third chapter examines a group of telenovelas produced at 
the beginning of the nineties when Menem was in office and 
adopted a neo-liberal economic policy, thus gaining entry to inter- 
national markets. With this policy in force, the domestic telenovela 
industry began to implement joint production methods, as did most 
of its competitors on the continent. Some examples of the period”s 
productions are: La extraña dama (The Mysterious Woman, 1989), 
Antonella (1992-1993), and Más allá del horizonte (Beyond the 
Horizon, 1994). I consider that these telenovelas reliably represent 
the changes that took place in the industry in the attempt to capture 
foreign markets. La extraña dama and Más allá del horizonte are 
examples of extravagant productions that attempt to reconstruct the 
historical past, but in actual fact use it merely as background. Their 
hybrid character allows us to identify, within the folds of the past, 
concrete references to the atmosphere and events of the period 
during which they were broadcast. These telenovelas make use of 
the past to discuss current events using a strategy of hybridization 
and debate that gives voice to voices outside the consensus. The 
other telenovela mentioned, Antonella, illustrates the hybridization 
trend which was making its appearance in the Argentinian telen- 
ovela genre; it combines elements of comedy and parody, together 
with harsh criticism of the corruption and lack of restraint in polit- 
ical and financial sectors. 

The fourth chapter analyses telenovelas that were produced 
between the late nineties and the outbreak of the economic and 
social crisis at the beginning of the twenty-first century: Alas, poder 
y pasión (On the Wings of Passion, 1998), Muñeca brava (Wild 
Doll, 1999), and Campeones (Champions, 2000). There are hints 
of further meaning and references to the spirit of the time in all three 
of them: the economic crisis, social unrest and civil movements that 
emerged as a reaction to the crisis and the lack of response from the 
government. Alas, poder y pasión focuses mainly on middle and 
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upper-class businesspeople. The television text is allegorical, and 
encloses a strategy of hybridization in connection with the airline 
industry that channels criticism towards the financial corruption of 
the period. Muñeca brava also contains open criticism of the polit- 
ical leadership and its strong ties to the financial establishment, and 
ventures further to deal with the difficult situation of the lower 
classes. Muñeca brava gives visibility to popular and fringe cultures 
through a hybridization strategy called rasquache (an aesthetic style 
developed by Mexicans in the United States) which reflects the 
unrest and social protests that were escalating at the time. All of this 
is presented and highlighted in Campeones, which tells the story of 
lower-middle-class characters, blue-collar workers, and other less 
prosperous groups, thus returning to the folk culture tradition of the 
Argentinian telenovela genre. The regional customs and types, the 
routines of an urban setting, and the use of everyday language, 
create a space for the discussion of the social turmoil which reached 
its peak in December 2001, as well as its consequences, the emer- 
gence of independent social organizations. 

The Fifth and final chapter explores telenovelas produced in the 
first decade of this century — the Kirchner period — when the issue 
of the 'disappeared' was re-examined and people who were involved 
in kidnappings and other violent events during the dictatorship in 
the seventies were once again brought to trial: Central 099 (Brigade 
099, 2002), Padre Coraje (Brave Father John, 2004), and 
Montecristo (2006). “These issues are addressed in Central, but are 
taken up more comprehensively in Montecristo, where the plot 
revolves around the subject. The three texts present plots that 
combine different genres; the mosaic of genres produces unique 
hybrid texts which merge to create high-quality products and a 
more sophisticated drama. In the third space formed within this 
hybrid, there is a strategy of rich, varied hybridizations. In the case 
of Central, the strategy is to combine traditional costumbrismo with 
sections of emotional, shallow realism in keeping with the realistic 
style of the telenovela. “The unique texts created by this fusion help 
to construct a contemporary national identity suited to the current 
climate. Montecristo and Central dare to deal with painful subjects, 
such as the desaparecidos and the oppression of sectors of 
Argentinian society during the dictatorship. They offer a kind of 
“inscape” — postcards, pictures, texts — through which the bound- 
aries of historical memory can be demarcated and given meaning. 
In the case of Padre Coraje, the reconstruction of the historical past 
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combined with supernatural phenomena and the visions that appear 
to the various characters provide a hybridization strategy which 
examines the complex relationship between the Kirchner govern- 
ment and the Church. In addition, the text constructs a parallel 
between the Kirchner government and the government of Juan 
Perón, fifty years earlier. It explores the two leaders” relationship 
with the Church and implicitly presents President Kirchner as the 
successor of Perón. In all three telenovelas, produced in the 
Kirchner era after the 2001 crisis, the discourse to a great extent 
accepts the political reality of the time. The acceptance is proved by 
the fact that these telenovelas, especially Montecristo, openly 
promote the agenda of the Kirchner government regarding human 
rights and the issue of the desaparecidos. 

The influence of globalization is discernible in each set of tele- 
novelas examined; so is the way in which these works were aimed at 
local, regional and international markets. Paradoxically, there is a 
tangible process in which the telenovelas go from dealing with local 
reality, to a complex, concrete representation. This trend can be 
explained by the fact that in recent years the local industry has 
adopted the format method — selling an idea to producers in other 
countries — which then “translate” it and adapt 1t to the cultural 
context of each market. Another category analyzed in this book is 
the telenovela image of the ethnic, gender and class “other”. 
Through these images changing definitions of collective identity are 
examined, as well as social changes and the tensions arising from 
the demographic shift to big cities. 

The main contribution of this research is a new interpretation of 
Argentinian telenovelas and their analysis as hybrid texts. This 
hybridization allows for the recognition of a relatively strong con- 
nection between the telenovela narrative and the political and social 
events taking place in Argentina during the period in question. 

The book focuses on contemporary Argentinian telenovelas as 
popular culture texts that give new meaning to historical narratives, 
while relating to domestic Argentinian affairs influenced by global- 
ization and regionalization, and reflecting the multi-cultural 
processes Argentinian societv lived through between the end of the 
twentieth centurv and the first few vears of the second millennium. 
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Democracv, Economic Crises and 
Social Turmoil, 1989-2006 


This chapter describes the historical and social processes that 
contemporary Argentinians underwent during this period; these 
processes left their mark on the telenovelas analyzed in the chapters 
to follow. 

The military dictatorship that held power in Argentina between 
1976 and 1983 had major effects on the democratic governments 
that followed it. President Raúl Alfonsín (1983-1989) inherited a 
country submerged in an economic and moral crisis. During his 
term of office he tried to shape a pluralistic, democratic society, 
but his government was faced with strong limitations in the politi- 
cal arena because he had not been able to achieve a senate 
majority. The relationship with the armed forces also became tense 
after the president's decision to investigate crimes committed dur- 
ing the years of oppression and to punish those responsible, 
particularly after their refusal to re-examine their actions during 
the “years of lead'.' In addition, the economic problems inherited 
from previous governments began to deteriorate in 1987; by 1989 
hyperinflation and the looting of businesses in some major cities 
were the norm. As a result, Alfonsín brought forward the date for 
the presidential elections and Carlos Menem took office in 
December 1989. During Menem's years in office (1989-1999) 
profound changes took place, especially in the economic field. The 
reforms that Menem's government introduced brought about the 
development and modernization of large sectors of the national 
economy, but they also widened the social breach and generated 
the impoverishment of the middle and working classes. Menem 
helped to blur the boundaries between politics and show business, 
and converted the media, especially television, into his govern- 
ment's favourite milieu. 
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In December 1999 the third democraticallv elected president 
since the militarv dictatorship arrived in the Casa Rosada (Pink 
House): Fernando de la Rúa, who two years later was forced to leave 
the presidential palace in the midst of economic and social chaos. 
In spite of the economic and political volatility of the moment, 
democracy prevailed. In May 2003 Néstor Kirchner became the 
president of Argentina, and against all forecasts eventually gained 
the support of a large number of Argentinians. Twenty years after 
the return of democracy, the President reopened the trials of the 
military juntas who had been in power during the Dirty War, and 
gave his unconditional support to organizations like Madres and 
Abuelas de Plaza de Mayo, who to this day continue to search for 
their missing children and grandchildren. 


The First Steps towards Democracy 


The 24th of March 1976 marked the beginning of the Proceso de 
Reorganización Nacional (National Reorganization Process). The 
armed forces were determined to re-establish order by means of 
repressive measures, taking advantage of the sense of chaos that 
prevailed in a large part of society. During the dictatorship, thirty 
thousand people, Argentinian and also foreign, are said to have 
disappeared without a trace against the background of a passive, 
indifferent society. The country’s economy was restructured, 
supposedly to put an end to social and political conflicts.? 

The military Junta proposed to eliminate guerrilla warfare, insti- 
tute a traditional code of morality and boost the economy. Although 
the regime adopted a liberal stance, seeking political rapprochement 
with the West and implementing free market policies, the army’s 
more common illiberal tendencies pervaded the plan. 

The defeat in the Malvinas/Falklands war in 1982 brought the 
armed forces’ internal conflicts to a head. This, added to an 
unprecedented economic crisis and the disappointment of a large 
part of society, created a vacuum that political parties were prompt 
to make the most of. The transition from dictatorship to democracy 
was swift and unconditional: this was one of the reasons for the 
governability problems that arose during the government of Raúl 
Alfonsin.? 

Alfonsín, the leader of the Radical Party, was the winner in these 
first democratic elections; unlike most Argentinian politicians he 
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had kept his distance from the militarv, and he had never come out 
in favour of the Malvinas/Falklands War. During his election 
campaign the Radical leader made a point of emphasizing democ- 
ratic values as a way to overcome the lack of stability and encourage 
economic growth. This proposal won him the elections in October 
1983; it was the first election defeat inflicted on Peronism in the 
party’s history.“ 

Alfonsin's government was marked by three fundamental issues 
linked to the military dictatorship: the government's human rights 
policy; the first trials of the ex-commanders (who were found guilty 
but subseguently pardoned by President Menem); and a number of 
military uprisings. In December 1983 the president founded the 
CONADEP, Comisión Nacional sobre la Desaparición de Personas 
(National Commission on the Disappearance of Persons), to inves- 
tigate the events that took place between 1976 and 1982. The 
commission, whose members enjoyed national and international 
prestige and were staunch defenders of human rights, delivered an 
in-depth report which later became a book — Nunca Más (Never 
Again). It exposed the details and magnitude of the forced disap- 
pearance system, and the state's responsibility in its 
implementation. Nunca Más was a key element in the military junta 
trials in 1985, and became “the narrative that constructed the mode 
of recalling and regarding the disappearances and political violence 
in Argentina”.* 

During Alfonsin's government several important bills were 
passed, such as the laws on divorce and shared custody. The 
National Pedagogical Congress attempted to carry out a substan- 
tial reform of the educational system, modernizing the curricula 
and eradicating authoritarian practices in primary and secondary 
education. 

On the economic front, the Plan Austral was launched in 1985, 
and for some time was successful in stabilizing the economv. In 
1987, a crucial year for the Alfonsín government, it tackled the Cara 
Pintada (Painted Faces) military uprising, which revealed profound 
divergences in the army and also exposed the civilian government's 
inability to control the uprising.” “These events were exacerbated by 
general strikes, which weakened the already fragile domestic 
economy and undermined the 1983 ‘contract’ between the Alfonsin 
government and Argentinian society, and the shared desire to boost 
democratic institutions.? 

The situation became explosive at the beginning of 1989, with 
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hyperinflation, robberies and looting in several provincial towns and 
Greater Buenos Aires. The fear of chaos became general, and the 
spectre of national dissolution arose in the mind of millions.? As a 
result, the elections were brought forward and Carlos Saul Menem, 
the Peronist candidate, was elected president of Argentina. His 
inauguration in Julv 1989 was a historic event, because since 1928 
no democraticallv elected Argentinian president had been able to 
transfer power to the next. The new president's first decision was 
to stabilize the economv bv opening it to international markets. 


Argentina's Insertion into the 'First World' 


In 1988, for the first time since the militarv dictatorship, the two 
main political parties, Peronism and the Radical Civic Union, held 
internal elections to choose their presidential formulas. 

The Peronist (Justicialista) primaries held a surprise in store with 
the election of a presidential formula comprised of Carlos Menem 
and Eduardo Duhalde, who soundly defeated Antonio Cafiero and 
Juan Manuel de la Sota. 

Menem's style began to take shape during his presidential 
campaign, which emphasized his flamboyant personality and 
expressive language. He used an oratorical style based on images, 
metaphors and analogies, as well as rhetorical devices such as allit- 
eration and rhvme.' From the very beginning of the campaign 
Menem refrained from attending large political gatherings or formal 
reunions. Together with his retinue, he toured most of the country 
in a campaign bus nicknamed ‘El Menemċvil'. He organized proces- 
sion-like motorcades that accompanied him from town to town in 
the interior of the country, in a quasi-religious, almost mystical style, 
initiating spontaneous dialogues with potential voters; he encour- 
aged informal meetings and discussions, and established direct 
contact with local power bases bypassing intermediaries. His 
speeches were held in open spaces, and directed at a multitudinous 
audience. His campaign speeches dealt with topics such as hope and 
victory, extolling the value of joint effort; he used slogans and 
sayings with a mystical overtone, such as $Siganme, no los voy a 
defraudar”! (Follow me; I will not disappoint you!).!! This direct, 
almost spontaneous approach changed completely once he was 
elected president. Menem chose the media, in particular television, 
as his favourite platform when he wished to communicate govern- 
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ment decisions. However, his rhetorical stvle remained unchanged; 
he continued to use phrases with Christian connotations. He was 
often a guest in both political and entertainment programmes, and 
unlike previous presidents, made few formal appearances and 
seldom used the national broadcasting chains. His 'show business' 
style was the new politics. 4 

On the economic front and following worldwide trends, new 
concepts gained relevance and made their mark on the economv, as 
in most Latin American countries. These views of the world called 
for the cutback of the welfare state and the privatization of essential 
services, which were still in the hands of the state. Foreign debt, 
particularly with the IMF (International Monetary Fund), was a 
constant source of pressure and intensified the economic crisis that 
developed into 1989's social debacle. Menem awakened a 
Messianic enthusiasm, and this produced a pragmatic acceptance 
of the rules of the economic game, which were presented as indis- 
putable through the official discourse. Thus, the spectre of 
hyperinflation kept convertibility alive for a considerable length of 
time. In his role as a no-nonsense politician, Menem announced that 
he would carry out “surgery without anaesthesia' in order to save the 
national economy.'? He believed that only by making drastic 
changes would it be possible to improve the country’s economic 
situation, and he decided to summon businessmen and industrial- 
ists and make them partners in his economic programme. In this 
context, he came to an agreement with the largest domestic busi- 
ness corporation, Bunge € Born, and designated one of their 
executives, Miguel Roig, as Minister of Economy. Roig died unex- 
pectedly and was replaced by Néstor Rapanelli, also one of Bunge's 
men.!* 

To carry out an economic reform like this Menem needed 
freedom of action. With this purpose in mind he sent two bills to 
the National Congress: the Law of Economic Emergency and the 
Law of State Reform. Both regulations allowed many congressional 
powers to be delegated to the executive branch; for example, deci- 
sions to privatize certain state utilities and to open up domestic 
markets. In a very short time, and using an accelerated process, 
Aerolineas Argentinas, the country’s flag-carrying airline, was sold 
to Spanish corporations. The result was that companies that had 
been under the monopolistic power of the state passed into the 
hands of foreign conglomerates that were now able to control avia- 
tion and communications markets, also monopolisticallv.' 
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In March 1991, the influential economist Domingo Cavallo 
became Minister of Economv. He was the driving force behind the 
convertibility law, which consisted of a fixed one-to-one parity 
between the U.S. dollar and the Argentinian peso, guaranteed bv 
the Central Bank. At the time, international loans were easilv avail- 
able and this helped the government to finance economic activitv. 
Between 1991 and 1994 large international capital inflows entered 
the countrv, though not alwavs in the form of productive invest- 
ment. Industrial activitv increased substantiallv and domestic 
consumption rose. These changes generated optimism and a belief 
that the government was trustworthy, but thev pushed the high costs 
of the economic reform into the background. The victorv of the 
Justicialista partv in the 1991 legislative elections kicked off the 
'Golden Era of Menemism' and strengthened the government's 
determination to continue with the reforms. These were successful 
years for President Menem: he obtained the support of both 
Congress and the economic establishment and the favourable 
opinion of the general public, for whom he had almost become 
another show business celebrity. Cavallo continued with the 
government's privatizing crusade and sold off the national oil 
company, YPF (Yacimientos Petrolíferos Fiscales), during his 
ministry several power stations were sold, along with other state 
companies. The reforms led to accelerated growth, which at first 
benefited wide social sectors but also produced a division between 
those included and excluded, and between prosperous and 
neglected areas. The situation became worse in mid-1994 with the 
slowdown of economic growth, which caused the bankruptcy of 
many companies and generated high levels of unemployment and 
poverty.'* Towards the end of 1993 there were several social 
outbursts rejecting economic adjustment policies implemented by 
the government. The first broke out in the province of La Rioja; the 
most serious occurred in Santiago del Estero, and was considered 
an inflection point in the development of popular protests in 
Argentina between the 90s and the 2000s.'” In response, and in 
order to restrain growing popular discontent, the government 
created assistance and social development programmes, but instead 
of creating new employment these methods encouraged clientelism 
and dependence on the state.!* 

Menem's foreign policy also underwent a fundamental change of 
direction: the government's alignment with the United States as a 
source of funding and investment, a commercial partner, and an ally 
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in negotiations with credit institutions. This new diplomatic 
approach, entirelv pragmatic, was cultivated to perfection bv the 
foreign minister, Guido Di Tella, who famously described the rela- 
tionship with the US as 'carnal relations'. During this period 
Argentina was shaken bv two terrorist attacks: the bombing attack 
on the Israeli Embassv in Buenos Aires in Mav 1992, and another 
on the Asociación Mutual Israelita Argentina, AMIA (Argentine- 
Jewish Mutual Aid Association) in July 1994. $ 

In order to free himself of political obstruction and legal limita- 
tions, Menem made use of the per saltum, a legal mechanism by 
which the Supreme Court could intervene in a lawsuit, thus circum- 
venting decisions made in lower courts. In this way Menem was able 
to veto judiciary decisions and ignore the opinions of judges; in 
addition to signing presidential emergency decrees, Menem was 
accused of manipulating the designation of judges who would find 
in his favour. This breakdown in the separation of powers culmi- 
nated in the Olivos Pact, signed between Menem and Alfonsín, as 
Radical leader of the opposition, in December 1993: they reached 
a consensus on the reform of the National Constitution. The new 
constitution would allow Menem a four-year re-election, shortening 
the presidential term for future presidents (from six years to four), 
but allowing them to serve two terms, consecutive or not. Presidents 
and vice-presidents would be chosen by direct election and a two- 
round ballotage system, 

In exchange, the Peronist party promised several modifications: 
to include the self-government of Buenos Aires City in the new 
constitution; the creation of the Magistrates Council; the direct elec- 
tion of senators; the inclusion of a third and fourth generation of 
human rights: consumer rights, environmental rights and the right 
to information; class actions; appeals for legal protection, and 
others. 

Consequently, Menem was re-elected president by more than 
fifty percent of the voting public, while the Radical party had one 
of its poorest results ever. A new political force began to emerge, 
challenging the usual two-party system. This coalition, the Frente 
Grande (Broad Front), included Peronist dissidents like Carlos 
Chacho Álvarez, and figures such as Graciela Fernández Meijide, 
who had a distinguished track record in the field of human rights. 
20 "The front not only flatly rejected the Olivos Pact; they also set 
themselves up as the main critics of government laws and pro- 
grammes. All this was happening in the midst of the economic 


17 


aharoni 2 - index = 11/06/2015 15:37 Page 18 


-6- 


SOCIAL, POLITICAL AND ECONOMIC HISTORV 


crisis known as the Tequila Effect, which broke out in Mexico in 
December 1994 after the government's decision to devaluate the 
Mexican peso. 

After his re-election Menem put into effect measures known as 
The Second State Reform, aimed at trimming public spending and 
reducing the bureaucratic machine. However, the government was 
unable to reach these goals, faced with additional problems such as 
the judiciarv svstem's lack of transparencv, widespread corruption, 
the abuse of presidential power, and the national government s 
tense relationship with provincial powers over the distribution of 
resources. The support base Menem had amassed in the elections 
had deteriorated, and tragic events like the murder of journalist José 
Luis Cabezas and the explosion of an arms factory in Río Tercero, 
Córdoba, heightened the atmosphere of political impunity. “The 
crowds expressed their discontent with protest marches and other 
demonstrations by groups of workers who were suffering the conse- 
quences of the government's cutbacks and economic reforms, as in 
the case of teachers, public employees and pensioners.?! 

The political climate turned against the Menemist government. 
In September 1996, the FREPASO: Frente por un País Solidario 
(Front for a Country in Solidarity), which had its origins in the 
Broad Front, organized a blackout and a cacerolazo — a demonstra- 
tion in which saucepans are banged as a sign of protest. This 
particular form of protest anticipated the cacerolazos that would 
become frequent in the 2001 crisis. Both methods had an impact on 
the general population and the media. The pickets organized by the 
Ingenio Ledesma workers in the province of Jujuy also inaugurated 
new forms of protest, which expanded and were used by a number 
of sectors and groups such as students, agricultural workers and 
industry employees. The second half of the nineties was marked by 
growing corruption, an economic model in crisis and a government 
that neglected or ignored the claims of wide sectors of the popula- 
tion. In spite of this, Menem's government continued to amass 
economic and political power, and during his presidency new atti- 
tudes and views of the world became usual in Argentinian society, 
influencing the countrv's destiny: individualism, competitiveness — 
the mind frame of triumphalism that divides the world into winners 
and losers.” 

As a result, the 1999 presidential elections were a great opportu- 
nity for FREPASO opposition leaders. Fernando de la Rúa, a 
prominent member of the Radical party, and Chacho Álvarez, one 
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of the founders of FREPASO, were chosen for the Ahanza coali- 
tion's presidential ticket. They won by just over 48 percent of the 
votes.” However, two years later, on 20 December 2001, de la Rúa 
resigned and fled the Casa Rosada in a helicopter, against a back- 
ground of protest marches, cacerolazos, and an infuriated mob 
determined to advance on government house. The protest was 
brutally suppressed by police forces, leaving a number of dead and 
injured. During the ten days following that terrible afternoon, four 
presidents took office and subsequently resigned, an unprecedented 
situation anywhere in the world. 


De la Rúa and Álvarez: A Dream becomes a Nightmare 


The Alianza para el Trabajo, la Fusticia y la Educación (Alliance for 
Work, Justice and Education) was a party coalition created to 
provide an alternative to the neo-capitalist model imposed by 
Menem, but from the very beginning it had to deal with a variety of 
hitches. In the first place, 1t was difficult to govern with a Peronist 
majority in control of the Lower House. Secondly, the convertibility 
issue: the Argentinian peso was pegged to the U.S. dollar, and this 
could be neither sustained nor abandoned.?* Thirdly, different 
factions emerged within the Alianza itself, so the only policy that 
could be considered a common denominator was the fight against 
corruption. Under these complex circumstances, the government 
had to provide urgent solutions for the social crisis, growing unem- 
ployment and the various social movements that were protesting in 
different parts of the country.” The domestic situation was made 
worse by the constant pressure of international banking and the 
IMF (International Monetary Fund), who withdrew their vote of 
confidence in the local economy. Adjustment policies were soon 
enforced, and a fierce recession hit the country. Under these diffi- 
cult circumstances, the political leadership of De la Rúa and Álvarez 
came into question, and that was the beginning of the end for the 
Alianza. In August 2000 there was a report that in April that year 
members of the senate had been bribed to push through Menem's 
labour reform bill. Álvarez sped up the investigation, and called for 
the resignation of those involved. De la Rúa, in an attempt to build 
up his authority, announced changes in the cabinet, placing key 
figures from his own circles in significant roles, and removing others 
that he considered less trustworthy. As a result, Álvarez resigned the 
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vice-presidencv and left the coalition teetering on the brink of 
collapse. De la Rúa had achieved a more supportive cabinet, but he 
also found himself in total isolation, shunned by the political 
parties.? 

In March 2000, Domingo Cavallo became Minister of Economy 
for the second time; his appointment was well received by the 
public. For nine long months, with an assortment of measures, he 
attempted to bolster convertibility and prevent the economy from 
plunging headlong into disaster. In November, Cavallo announced 
the corralito financiero, a limited account freeze on cash withdrawals, 
but the decision undermined the social prestige of convertibility. 
There were riots and looting in Greater Buenos Aires, social mobi- 
lization, and cacerolazos in which even the middle class participated 
of their own accord; these events foretold the death of the Ahanza 
government, and the image of the president leaving the Casa Rosada 
in the presidential helicopter became indelibly fixed in evervone's 
mind.” 


Four Presidents, Ten Days, One Democracy 


The summer of 2001 was engraved in the memory of Argentinians, 
and the young democracy was once again put to the test as four 
Peronist presidents were sworn in over the period of a month: 
Ramón Puerta, Adolfo Rodríguez Sáa, Eduardo Camaño, and 
Eduardo Duhalde, who held office until the end of 2003. His first 
measures were to devalue the peso and complete the necessary 
break with convertibility. In December 2002 the corralito financiero 
finally came to an end and funds deposited in current and savings 
accounts were released. The Argentinian economy appeared to be 
on the road to recovery, but even so half the population lived below 
the poverty line.” Finally, general elections were held in April 2003; 
voters could only choose between different Peronist candidates as 
there were no others. With a very small margin of difference, Carlos 
Menem came in first with 24 percent of the vote, followed by the 
little known governor of Santa Cruz, Néstor Kirchner (22%). 
Rodriguez Sáa came in third with 14 percent of the ballots. Menem 
dropped out of the second round, knowing he would lose, and by 
default Kirchner was elected President of the Nation. 
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The Kirchnerista Spring: Human Rights and Desaparecidos 
take Centre Stage 


On 25 May 2003 Néstor Kirchner was sworn in as president. He 
governed until December 2007 when he was succeeded by his wife, 
Cristina Fernández de Kirchner. From the beginning of his term he 
had the unconditional support of former president Duhalde, who 
handed over an economy on the mend: inflation had been 
controlled, and a policy to rationalize public accounts was in place, 
together with other measures that had been taken by Duhalde and 
his Minister of Economy, Roberto Lavagna. The new president 
confirmed Lavagna in his post, and implemented a productive 
model with social inclusion, making essential adjustments in 
government expenses, salaries and retirement pensions.$ 

Another fundamental decision was to reopen the trials for human 
rights violations and to reinstate the issue in the public arena. In this 
sense, the Kirchner government incorporated the human rights 
issue into a new narrative and a new political project, inspired in the 
tradition of the populist left. Within this framework, Kirchner 
repealed the decree that forbade the extradition of military repres- 
sors, annulled the Due Obedience and Final Stop laws, and 
reopened the trials for crimes against humanity. The inauguration 
of the Museo de la Memoria (Museum of Memory) in what had been 
the notorious ESMA (Navy Mechanic’s School), a detention and 
torture centre for political prisoners and detainees during the mili- 
tary dictatorship, was one of several actions that received massive 
support from the public.’ The government instituted and 
conducted a policy of memory, supported the work of Madres de 
Plaza de Mayo and Abuelas de Plaza de Mayo (Mothers and 
Grandmothers of Plaza de Mayo) as well as CELS (Centre for Legal 
and Social Studies), rejecting the Theory of the Two Demons. *? 

In the field of foreign affairs, Kirchner’s policies were markedly 
different from those carried out by Menemism or the Alianza. They 
broke with previous strategies, for example in the Malvinas/ 
Falklands Islands issue, or the increased political closeness to the 
Venezuela of Hugo Chavez, who purchased Argentinian bonds to 
help make up for the country’s lack of foreign credit. $ 

At the beginning of the third millennium, Argentina was faced 
with a constantly changing reality, partly because of the neoliberal 
policies carried out during Menem's government: the decline of the 
welfare state, legislation that undermined workers’ rights, the 
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impoverishment of the middle class. After the 2001 crisis, the 
domestic economv began to show signs of recoverv, surprising 
political leaders, researchers, and Argentinian societv. During his 
six years in government, Kirchner managed to stabilize the 
economy and consequently enjoyed a wide social and political 
support base. The voters’ response was not slow in coming; in the 
presidential elections held in 2007 the Kirchner administration, with 
Cristina Fernández de Kirchner at its head, was voted in by 45 
percent of the electorate. 

The political and social landscape of Argentina described in this 
chapter is discernible in the plots of the telenovelas analyzed here 
and to some extent is dealt with by the fictional texts and dialogue. 
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From Nationalization to 
Privatization 


The history of Argentinian television has been marked by the polit- 
ical systems governing the country. As years went by, TV channels 
passed from private management to state control and vice versa. 
These changes determined what policies were applied by each of 
the television networks, and strongly influenced the contents and 
type of programmes on the air.! 

From its beginnings in 1951, and within the framework of media 
expansion in Perón’s government, most of the genres on which tele- 
vision has been constructed to date were already underway: 
comedies, musical programmes, entertainment shows, journalistic 
programmes and telenovelas.” 

Over sixty years of Argentinian television can be divided into the 
following stages: The experimental stage (1951-1960); the consol- 
idation period (1960-1973); nationalization (1974-1983); 
re-privatization (1984-1995); and the period of fragmentation 
(1995 to early 2000).? In the earlier years television was broadcast 
live for a few hours a day. The first public broadcast was emitted by 
Canal 7, owned by Jaime Yankelevich, a top executive in LR3 Radio 
Belgrano. The brand-new TV channel aired the celebration of Dia 
de la Lealtad Peronista (Peronist Loyalty Day) on 17 October 1951. 
Five years later the channel began to broadcast American series, and 
the first domestically produced television sets appeared on the 
market, rapidly becoming one of the symbols of the first Peronist 
administration, in a period in which new social strata joined the 
consumer society. Steady employment and financial stability facil- 
itated the access of these social sectors to appliances such as 
refrigerators or washing machines, and made it possible for them to 
become homeowners. Argentinian television culture is constructed 
during a period in which the occupation of urban public space 
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becomes significant, particularlv in Plaza de Mavo and the citv 
centre. Thus, it seemed reasonable that the state should distribute 
television sets and that the first broadcast should be a massive polit- 
ical demonstration. Football (soccer) matches were also aired in 
order to reinforce the links between sports, nation and state.“ 
Following the 1955 militarv coup d'ċtat, which overthrew Juan 
Domingo Perón, there was a change in media legislation that would 
mark the future of the young television industry. At the end of 1957, 
by decree, the military government enacted the Ley Nacional de 
Radiodifusión y Television (National Radio and Television 
Broadcasting Law). It set up a mixed system: frequencies, bands or 
channels were made use of by the state and also by private conces- 
sionaires. It was the birth of private television in the country. 
Although the first channel of this type appeared in Córdoba — Canal 
12, in 1959 — the first to be launched in the city of Buenos Aires was 
Canal 9, inaugurated on 9 June 1960, well into Frondizi's term in 
office. The channel's licensee, Compañía Argentina de Televisión 
(CADETE), had links to the film production company Emelco- 
Lowe and financial support from NBC. The Cuban producer, Goar 
Mestre, backed by CBS and the Time Life group, founded Proartel 
and Canal 13, which went on the airwaves on 1 October 1960.* 
Mestre, one of the greatest innovators in the local television scene, 
pioneered genres such as omnibus programmes, contributed to the 
consolidation of telenovelas and family comedies and presented 
meticulously prepared TV listings. Canal 11 was inaugurated in 
1961. It was owned by the Dicon production company, linked to 
ABC. During this consolidation period Argentinian producers 
incorporated video tape; the technology made a difference to the 
rhythm of the programmes, as it became possible to make use of 
recordings and montage. In 1964 Canal 9 was bought by Alejandro 
Romay, a local impresario who put together a TV grid tailored to 
Argentinian tastes by cutting down on series and Hollywood films.” 
Two years later Canal 2 began broadcasting from La Plata, and in 
1970 media mogul Héctor Ricardo Garcia purchased Canal 11.8 
The popularity of local television had a strong influence on 
fashion and behaviour patterns, upholding the prototype of the 
good wife and homemaker, present in all the telenovelas of the 
period. This golden age of local television ended in 1974, when the 
licenses expired. The cutback began at the end of the sixties, after 
the fall of Frondizi's government (1966-1973), when foreign 
companies sold their shares to local producers. This reduced their 
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financial support; it was the end of a stage in which the industry had 
begun to cultivate a local style, attempting to consolidate its posi- 
tion in the Latin American television industry. 

In October 1973, two days before the beginning of Juan 
Domingo Peron's third term in office, the licenses of the three main 
channels were declared invalid. “This was the beginning of a tense, 
ambiguous transition period that finally ended with the nationaliza- 
tion of the channels on 1 August 1974.° The military coup in 1976 
had a powerful influence on the television industry, now at the 
service of the armed forces; it was a period of severe censorship, 
during which newspapers were shut down and journalists were 
murdered.!° The television channels became war plunder, shared 
out between the three armed forces. Canal 7 (ATC since 1978) 
remained in the orbit of the government; the army had the control 
of Canal 9, the navy was in charge of Canal 13 and the air force 
controlled Canal 11. Television was thus one of the preferred plat- 
forms for the regime's publicitv campaigns; it was invaluable for 
defending their economic policies and confronting political parties, 
which they held responsible for the situation that had prevailed 
before the coup. 

Despite the atmosphere of violence, institutionalized repression 
and forced disappearances, Argentina hosted the FIFA World Cup 
in 1978. The military believed that it would distract people from 
what was taking place in the country, and thought it would also be 
a way to cleanse their image abroad.!! 

The military junta's bad administration produced a profound 
economic and financial crisis, which also affected local television. In 
order to solve the problem foreign canned series were imported and 
a new television grid pushed domestic productions into the back- 
ground. Through ‘literary advisors” or interventors, the authorities 
checked the contents and the different programmes’ guest list.'- 
The telenovela industry was one of the main victims; their produc- 
tions and contents were censured outright. 

When the Malvinas/Falklands war broke out in April 1982, the 
Argentinian media, including television, were under rigorous state 
control, giving rise to a situation of intentional misinformation, 
censure and self-censure. The television channels, particularly 
ATC, aired programmes extolling the patriotic spirit of the military 
action.'* After the resounding defeat on the islands and the subse- 
quent economic crisis, the armed forces attempted to find a wav to 
retreat. In this wav, 1983 became a vear of changes, a vear of demo- 
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cratic elections, and this would result in a less dictatorial television 
stvle that began to search for its own voice. After the return of 
democracv and Alfonsin's presidential investiture in December 
1983, censure was abolished, but not the Ley de Radiodifusión 
(Radio Broadcasting Law), which had been enacted in 1980 by de 
facto president Jorge Rafael Videla. 

In 1984 ATC came under the management of the Secretariat of 
Culture; one year later Alejandro Romay recovered Canal 9; in 1987 
a company linked to Ricardo García, former owner of Canal 11, 
acquired Canal 2. This process of media concentration was inten- 
sified in 1989, when Canal 11 became part of Editorial Atlántida and 
Canal 13 was bought by Grupo Clarín, the owners of the newspaper 
with the largest circulation in the Spanish-speaking world.' With 
the advent of democracy, the media began to broadcast opinion 
shows, and programmes dealing with thorny economic, politica and 
social issues. 

During the nineties, within the framework of the economic trans- 
formations carried out during Menem's period in office, there were 
many acquisitions and alliances between groups and at the same 
time several independent producers merged. Cable channels 
appeared and rapidly expanded in the Argentinian television 
market, presenting a viable alternative to open television. '- 

During the decade of the nineties two important changes took 
place: first, the advent of inexpensive television programming, in 
which reality shows became the protagonists; secondly, the creation 
of a uniform and homogeneous programme grid from Monday to 
Friday, which resulted in a decline of weekly programmes. 

The industry was hard hit by the 2001 economic crisis, but recov- 
ered by producing programmes for the domestic market and 
exporting contents and formats. 

The Kirchner administration (2003-2007) maintained the struc- 
ture inherited from previous governments, including media 
concentration, and sanctioned a certain degree of freedom for the 
press.!* 

The process of media concentration that began in the nineties and 
continued into the 2000s shows the implications of globalization on 
the television industry. “This international integration can be under- 
stood as a set of strategies to perpetuate the hegemony of businesses 
and financial or media corporations, or as the horizon imagined by 
governments, companies, filmmakers and television producers, 
among others, seeking to place their products in wider markets.!” 
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Telenovelas form part of a fictional genre that over the years has 
become one of the products most readily identified with the Latin 
American television industry. Although it is difficult to analyze them 
as a whole because they are produced in many countries and in a 
dispersed and disconnected manner, one may consider them as an 
object with a plural identity. “This identity is expressed by a series of 
elements, such as the aesthetics of repetition and melodrama, the 
adherence to time-honoured conventions for the representation of 
love affairs or social relationships, and the acting style as a distinc- 
tive feature.!8 However, these melodramatic elements are expressed 
in a different way by the various Latin American television indus- 
tries: romantic “soft” telenovelas lay emphasis on melodramatic 
aspects, as in Mexican telenovelas, whereas Brazilian telenovelas, 
for example, deal with subjects related to political and social reality, 
and are often known as “hard” telenovelas.” 

Unlike American soap operas, telenovelas have male and female 
romantic leads and a happy ending that materializes in the last few 
chapters. In the tales told by telenovelas love is stronger than blood 
ties, class differences, or any other obstacles put in its way. The 
protagonists will confront the drama of recognition and discover 
their true identity. At the end of the romance, and according to the 
logic and ethics of melodrama, the good will be rewarded and the 
evil will receive their just deserts.? 

Telenovela texts can be interpreted as a space that allows us to 
understand the interaction between production and reception. In 
other words, television products not only respond to the needs of 
the cultural industry but also to requirements arising from the 
cultural fabric itself. The reception processes of telenovelas are 
dynamic, and therefore shifting; television legitimizes spectators' 
needs and requests, as long as they stay within hegemonic canons. 
In this incessant interaction, telenovelas capture the ritualized 
dimensions of everyday life, connecting this knowledge with new 
popular sensibilities and revitalizing worn or extremely conven- 
tional narratives.?! In this way, telenovelas have served to create a 
televisual national image, in which “the imagined community rallies 
around specific images of itself. It is a privileged site for the trans- 
lation of cultural, political, economic and geographic differences 
into the discourse of nationness, as happened with Brazilian, 
Chilean and Colombian telenovelas, for example.”?? 
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If we consider telenovelas as a continental phenomenon, bevond 
industrial development and production modes, their production 
process can be divided into four phases: the initial stage, from the 
fifties to the sixties with the incorporation of videotape; the hand- 
crafted stage, until the seventies, in which the telenovelas are 
basicallv aimed at the local market; the industrial stage, covering the 
seventies and eighties, during which some producers begin to export 
and production is regulated and standardized; and the transnational 
stage, when the telenovela genre conquers international markets. 
Regarding access to markets there was also a progression: the 
national phase, in which the serials were produced and watched in 
the same country; the continental phase, when the telenovelas were 
also viewed in other Latin American countries; and the transnational 
phase, when the productions began to circulate in countries beyond 
Latin America.” 

Although Argentinian telenovelas have a fertile history, it was not 
until the end of the eighties that the genre gained access to interna- 
tional markets, a process also discernible in the Mexican and 
Brazilian telenovela industry. From the beginning Argentinian 
serials have presented themes and contents that are deeply rooted 
in the local urban culture, and have undergone rhetorical and 
thematic changes, as well as journeys into parody. They are gradu- 
ally becoming recognized as a different approach to the genre. 

As regards narrative style, there have also been three stages: the 
primitive or foundation period, in which melodrama holds first 
place with its typical repetition and lack of proportion; the second 
or modern stage, which picks up social changes and issues relevant 
to the period and region, at the same time incorporating elements 
of costumbrismo (regional customs and types); and the third stage 
where the aesthetics are postmodern with hybrid plots and multiple 
storylines, and where the psychological traits of the characters are 
more fully developed.?* 

Although it was not yet an industry, the production of telenove- 
las hails back to the origins of Argentinian television; until 1976 the 
television channels transmitted their own daily or weekly episodes. 
They not only inherited the companies that had sponsored radio 
soap operas but also preserved some of their features, such as the 
writing and adjustment of scripts while the broadcast of the serial 
was already in progress.” Between the sixties and the seventies 
telenovela production increased considerably; they were transmit- 
ted between 2 p.m. and 6 p.m. Some of these serials appealed to a 
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more heterogeneous audience and presented tvpical costumbrismo 
themes.?* The plots were set in the working-class neighbourhoods 
of Buenos Aires, and depicted the lives of the lower-middle class. 
The protagonists were no longer upper-middle class; they were for 
example taxi drivers, bus drivers, newspaper boys, and their dis- 
course was colloquial, peppered with typical linguistic 
idiosyncrasies, such as the use of vos in place of tú (you), and the 
ever-present, multifaceted che (hey). The script casually referred to 
the social and political situation, or mentioned real events linked to 
the issues of the moment.” A good example of this trend was the 
extremely popular Rolando Rivas Taxista (1972-1973), which was 
broadcast at 10 p.m. when the male members of the household were 
already home. The plot tells the love story of a young taxi driver and 
the daughter of a well-to-do family. 

This telenovela gave the viewers a glimpse of Buenos Aires neigh- 
bourhoods, particularly Boedo, with caféss, taxi stops, and so on. 
Alberto Migré, one of the best-known authors in the genre, brought 
the political and social scene into the telenovela explicitly when in 
July 1972 the male protagonist's brother is killed because he is a 
member of a guerrilla group. In this manner the diegetic text reflects 
on the turmoil in Argentina in the seventies. 

This period is characterized by dynamic television production 
and very popular telenovelas. There was now such a thing as an 
Argentinian style; the business was expanding and becoming 
consolidated, although the possibility of selling productions abroad 
had not yet been contemplated. The industry’s achievements and 
potential were decimated during the de facto government. Although 
telenovelas were considered escapist fiction and received scant 
attention from specialized critics, military authorities still took 
action against them. Among other dissuasive measures, they stipu- 
lated that only two telenovelas could be shown each day, allowing 
the channels to broadcast a third only if it had been sold abroad. 
There were also a series of compulsory “recommendations” 
concerning the storyline and theme. $ 

These constraints demonstrate how telenovelas had become a 
mainstay for the Argentinian television industry, which had devel- 
oped an identity of its own. This identity let viewers respond to the 
texts and identify with them, at the same time contributing to the 
construction of their own identity. The military disapproved of the 
genre because their objective was to destroy any identities that could 
gain the support of national interests and contribute to the forma- 
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tion of mass movements.” But telenovelas did not disappear from 
local screens; thev were replaced bv Brazilian and Mexican serials, 
well received bv the public. Although local viewers had the chance 
to compare the different tvpes of telenovela, the imported varietv 
continued to undermine the local industry. ** 

The advent of democracy gave the telenovela industry a fresh 
chance, thanks to internationalization processes in television 
production. Local producers endeavoured to gain access to the 
international market with domestic or international co-productions, 
implementing production methods that had proved successful in 
other Latin American television industries.?? 

The creators and producers believed the telenovelas should 
simultaneously satisfy the demands of both domestic and interna- 
tional public, so they generated products that suppressed any local 
identity signals, constructing a hybrid culture with no geographical 
or temporal localization. The type of Spanish language used was 
also neutralized — for example eliminating the typical Argentinian 
‘vos’ in favour of the more internationally accepted “tú”, a decision 
that detracted from the text's realism.** "These telenovelas, with their 
international casts and greater production costs, led to anachronism 
and deterritorialization.** 

Between 1990 and 1994 the production of international tele- 
novelas reached its peak; there were co-productions with European 
and Latin American companies, as well as serials produced by 
Argentinian channels with the international market in view. There 
was a constant conflict between the need to eliminate local elements 
and the desire to preserve them. The productions were mostly 
oriented towards European markets that wanted quality products 
and a swift production rhythm. One of the better-known partners 
in Europe was the Italian impresario and politician, Silvio 
Berlusconi, who owned Finenvest Corporation, which later became 
Mediaset. The Mexican mass media company, Televisa, started 
Operations in Argentina in 1991, as part of an expansion drive into 
the Southern Cone. Although their telenovelas were broadcast by 
two of the main channels in Buenos Aires, the company gave up the 
new market four years later after the Mexican crisis. Argentinian 
channels were now managed by multimedia companies, and 
produced telenovelas that were nationally and internationally 
successful; Telefé and Artear opened offices abroad in order to 
market their products, and began to develop strategies for sales 
promotion and merchandizing, also seeking new sponsors. 
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In short, the local industrv adjusted to the new realitv and 
produced telenovelas aimed at a varietv of audience segments, thus 
producing a fragmentation of the genre, as in the case of teen 
drama. On the other hand, the mixture of genres was increased, 
resulting in the format known as ‘tira’.*° 

Once past the 2001 crisis, the industrv made a fresh recoverv but 
production remained in the hands of independent local companies. 
This generated a form of outsourcing that provided programmes 
for both on-the-air and cable channels, as well as participating in the 
production and subsequent distribution of the telenovelas. 

The growth of the Argentinian television industrv and of the 
telenovela industrv in particular, was to a great extent determined 
bv decisions, regulations and laws passed bv the various political 
administrations. The economic programmes, particularly the one 
implemented during the Menem administration, played a crucial 
role in the insertion of the telenovela industry into international 
markets, basically through the adoption of the co-production 
system. 

During this period a series of successful telenovelas were 
produced in Argentina and abroad, influencing the upcoming 
industry. Within the framework of globalization, various Latin 
American industries benefited from new laws that facilitated the 
marketing of television fiction and made it possible to develop and 
sell television formats. This process opened the door to a flow of 
capital and technology, promoted the concentration of media and 
generated a standardization of contents. 

This interplay of pressure and interests in the Argentinian tele- 
novela industry opened the door to a reinterpretation of the 
historical, social and political events that took place between 1989 
and 2006. During the period in question the democratic system and 
its values were reinforced, and new profiles and cosmovisions, in 
which neoliberalism is perceived as a cure-all, were consolidated. 
Concurrentiv, thev were vears of economic crisis and pauperization 
for manv sectors of societv, and this gave birth to social mobiliza- 
tions and permitted the emergence of collective identities.*” All these 
factors are expressed explicitlv or implicitlv in the telenovelas to be 
analvzed in this book. 
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The Earlv Nineties: Reconstructing 
Historv, Pizza and Champagne 


This chapter analvzes three telenovelas produced at the beginning 
of the nineties, during President Carlos Menem's term of office. 
Menem took office in July 1989 and governed for ten consecutive 
years. His predecessor, Raúl Alfonsín, brought the general elections 
forward after the social turmoil that broke out in Rosario (an inland 
port in central Argentina) as a consequence of hyperinflation and 
basic food shortages. Rosario was the focal point of the distur- 
bances, but they extended to Mendoza, Córdoba, and Greater 
Buenos Aires. These events were a breaking point: on the one hand, 
they were the prelude and justification for the reforms that Menem 
would carry out during his presidency; on the other hand, as a result 
of the consequent looting inhabitants of peripheral neighbourhoods 
spontaneously began to organize themselves to find solutions to the 
problems of daily existence. These organizational networks set the 
foundations for soup kitchens and other undertakings that soon got 
underway.' 

Menem applied a neoliberal economic programme, and passed 
the 1991 Ley de Convertibilidad (Convertibility Law), which tied the 
Argentinian peso to the US dollar. The state stopped printing 
currency in an endeavour to curb inflation, and the government 
launched a privatization plan for industries and public services that 
belonged to the state, such as the petroleum industry, national 
airlines, railways and telephone companies, which subsequently 
passed into the hands of private capital. Another measure was to 
open up the local market and allow the entry of imported basic prod- 
ucts, thus forcing the local industry to compete by improving 
technology and reducing production costs. 

In conformity with the government's economic policy and with 
the intention of conquering new markets, especially in Europe, local 
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media producers went into partnership with foreign companies 
willing to invest in the Argentinian telenovela industrv. Formerlv, in 
contrast to other Latin American media industries, most 
Argentinian productions were intended for the domestic market. 

Between 1990 and 1994, Argentinian producer Omar Romav 
produced four period telenovelas; the last three were a joint pro- 
duction with TV magnate Silvio Berlusconi (La extraña dama, 
Cosecharás tu siembra, Más allá del horizonte, and Con alma de 
tango). "These productions gave rise to an internationalization of 
the genre. However, the endeavour was brought to an abrupt halt 
at the end of 1994 by the Tequila Effect, a crisis that broke out in 
Mexico and generated the devaluation of the Mexican peso. The 
Mexican crisis had a harmful effect on the growth of the 
Argentinian telenovela industry, as it reduced foreign investment 
and joint productions. 

The three telenovelas to be analyzed were produced during this 
period: La extraña dama (The Strange Lady: 1989), Antonella (1992 
— 1993) and Más allá del horizonte (Beyond the Horizon: 1994). All 
three impart a critical vision of social and economic events that took 
place during their screening; this view is conveyed implicitly in La 
extraña dama and Más allá del horizonte, and clearly communicated 
in Antonella. 

The plot of La extraña dama is set between 1930 and 1940, partly 
in the city of Buenos Aires but also on the estancia (ranch) of affluent 
landowners. It focuses on the almost impossible love of a wealthy 
young man for a beautiful country girl. Más allá del horizonte tells 
the tale of an aristocratic young woman who falls in love with a 
tribesman. They are both period telenovelas, and differ from histor- 
ical serials because they are set in the past and touch on period 
topics, but they are anachronistic and vague about the conflicts in 
that imagined past.? Antonella, on the other hand, is about a young 
woman who is determined to avenge the death of her sister, and it 
explicitly refers to events in Argentinian reality, mentioning the 
ruling economic policies and portraying the mood of the electorate 
during the Menemist government. 

The period telenovelas carry out a dehistoricization process 
which, together with the lack of context, can be considered a 
hybridization strategy that allows for the debate and critical consid- 
eration of events that took place during the period in which the 
telenovela was broadcast. Such a strategy may be detected in tele- 
novelas by taking the concept of deterritorialization as a starting 
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point, discussing subjects linked to the concept of the “other”, and 
providing interpretive frames that are often applied by viewers to 
current political issues. In this fashion the texts recreate the atmos- 
phere in Argentina during Menem's government. The historical 
narrativization establishes a dialogue with reality by means of what 
is not said, or through a narrative that is apparently void of content. 
The melodramatic style of telenovelas, expressed in a complex and 
baroque mise-en-scċne, provides a range of possible and non-consen- 
sual interpretations. 

The production of telenovelas within the frame of globalization 
processes, and their partiality for foreign markets, has a profound 
effect on the plot and the way in which the stories are told. As the 
imagined past has no chronological support, no productive activi- 
ties are mentioned. In Más allá del horizonte, for instance, the 
estancia as atypical Argentinian productive unit seems unimportant. 
In La extraña dama the topic of the great landowning families and 
their leading role in the country’s history is dealt with in a similar 
manner. 


La extraña dama: A Past Void of Contents 


La extraña dama (Strange Lady) was independent producer Omar 
Romav's first telenovela. Not only did it achieve excellent ratings 
(the final episodes reached 46.7% of the Argentinian viewing 
public), but it was also sold in a brief space of time to twelve 
European countries, sparking off an immediate increase in transna- 
tional telenovelas; independent producers, associated with 
television channels and national or foreign production companies, 
jointly produced nineteen serials. The decision to create products 
aimed at foreign markets influenced the manner in which the 
programmes were produced, with greater attention to detail and an 
impressive display of sets and wardrobe.* La extraña dama was also 
the first telenovela to set the story in the past, and may be consid- 
ered a period piece, as the historical aspect merely provides a 
background for the action: “a decorative, aesthetic and aestheti- 
cizing framework for stories that have little to do with the events that 
took place in the period supposedly portrayed”.* However, it is this 
very imprecision that allows for the discussion of how events in the 
more distant past relate to occurrences during the period in which 
the serial was being aired. 
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Period telenovelas are a kind of subgenre developed by the Latin 
American television industry. They are produced as serial television 
dramas, and their storylines, which contain all the basic elements of 
a fictional narrative, target mass audiences. Usually the plots depict 
a specific period and describe times during which important socio- 
political changes take place in national history. The texts combine 
the characters with factual or fictional events, in scenarios that 
picture the customs and mores of the period, in conjunction with 
wars, conspiracies, heroic events and the great exploits of national 
heroes. Historical telenovelas, particularly those produced in 
Mexico, are “animated historical murals that reconstruct and repre- 
sent a simplified popular version of Mexican history, with 
educational as well as recreational merits”.* Towards the end of the 
nineties the Brazilian industry produced Terra Nostra (TV Globo, 
1999-2000). Set in the late nineteenth century, this telenovela 
narrates the life stories and vicissitudes of Italian immigrants who 
arrived in Brazil to work on the lands of the coffee barons. The telen- 
ovela refers explicitly to several historical and political events in the 
country's history, providing the audience with a view of events to 
help them understand the complexity of history — past, present, and 
future.” Period telenovelas convey doxa, common sense. They set 
up “a paradoxical space, because although their character hinges on 
portraying the past, the time they represent is fluid and indefinite”.* 
She suggests that period telenovelas represent national memory by 
using two matrices: the metaphor, which represents the past as how 
the present came about, and metonymy, which traumatically 
embodies the troubled moments of history that have not yet been 
incorporated into the narrative of popular discourse. 


Gina, the Exotic Savage 


La extraña dama tells the story of Gina, the daughter of Italian immi- 
grants, a pretty, innocent girl who lives with her elder brother 
Doménico in a small village on the Argentinian pampas at the begin- 
ning of the twentieth century. She falls in love with Marcelo 
Ricciardi, a young aristocrat whose parents are wealthy estancieros 
(landowners).? 

The story begins when Marcelo, who lives in Buenos Aires, is 
forced by circumstances to spend time at his family’s cattle ranch. 
He meets Gina and falls in love with her despite her plebeian origins. 
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She gives birth to a baby girl she names Fiamma and, apparently on 
the brink of death, has to hand the newborn over to the child's 
father. Marcelo is already married to Elsa; itis a marriage of conve- 
nience because her father is a rich landowner, so Marcelo hides the 
existence of Fiamma and has her raised by his former nursemaid. 
After Elsa's death, Marcelo brings Fiamma up with her half-sister 
Virginia. Gina, in torment, decides to become a nun; as part of this 
process she moves to Rome, where she takes the veil. Seventeen 
years later she returns to Argentina as the mother superior of La 
Adoración convent, to investigate the mysterious death of one of the 
novices. So begins the second part of the telenovela, which is 
centred on the impossible love of Fiamma, the daughter of the 
central characters, and Aldo, the son of one of Marcelo's childhood 
friends.!° Gina and her daughter’s paths cross when Fiamma learns 
of the true circumstances of her birth and decides to withdraw from 
the world and also become a nun. Gina and Marcelo meet again 
when she reappears in his life under the guise of a mysterious, aris- 
tocratic woman. 

This show of changed identities embodied by Gina, and the 
drama of recognition, manifested through Fiamma, constitute two 
essential elements in the melodrama.l' The opening sequence 
anticipates this personality split; it shows the protagonist clothed in 
a nun's habit, and then as a society lady descending late at night 
from a luxurious carriage in a woodland area. The wood is a loca- 
tion loaded with symbolism: it is the coppice where the 
protagonists meet, and where they make love for the first time. It 
also alludes to Gina’s personality in her youth: unaffected, virginal, 
a lover of nature and animals. Gina embodies purity and artless- 
ness, particularly for Marcelo; this is a concept that refers to a 
dichotomic representation of the colonial discourse about the 
“other”, as an image, and fantasy and desire.'? Marcelo, the man of 
the world, also appears as an “other” to Gina, when he teaches her 
the knowledge and rules of behaviour distinctive of his class. In this 
way, the notion of difference describes a particular relationship 
which is tantamount to negativity, in which the subordinate term 
functions as a necessary internal destabilization force within the 
dominant term. Gina, as a subordinate and exotic “other”, becomes 
an essential factor in the determination of Marcelo's identity; he is 
a dominant man who cannot live without her.'* Through the figure 
of Gina, the text discusses a topic which is closely identified with 
the telenovela genre: the mode of representation of a lower-class 
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woman; it also assigns new meanings and possibilities to these 
canonical representations. 


Exporters: Argentina's Prosperous Vears 


The first part of La extraña dama provides important information 
about the protagonists' background; this information gives coher- 
ence to the plot because it justifies some of the protagonists' actions 
and decisions. The telenovela begins when Marcelo was a child, at 
his mother's funeral. The loss plunges the child's father into despair 
and he shoots himself in one of the mansion's manv rooms, while 
young Marcelo is staging a violent battle with his tin soldiers.!* In 
the next scene, we see Marcelo seated next to his tutor in a horse- 
drawn carriage, advancing along a track that is almost invisible 
because of mist and fallen leaves; this scene is expressive of the 
child's mood. The viewer can hear the father's voice reading the 
letter he wrote to his son before committing suicide, telling him to 
reject sentimental involvement and love, and thus avoid suffering. 
The letter will have a profound influence on the adult Marcelo, who 
will base manv of his decisions and actions on his father's dving 
counsel. 

The next sequence shows an adult Marcelo taking part in a 
gentleman's duel, something that not only signals his aristocratic 
origins but also constitutes a kind of initiation ceremony.!5 Almost 
simultaneously, through the use of parallel edition, we see Gina in 
her garden, 'conversing' with the birds and animals. The episode 
then introduces the rest of the Falcone familv: Gina's brother 
Domenico, his wife and his sister-in-law, a second-generation 
immigrant family who work for the local landowners.'® 

Canonical images of Argentina, its cities and landscapes, dating 
from the end of the nineteenth century, metaphorically reproduce 
the local establishment's view of the world. "These images and 
metaphors are present in La extraña dama, and reproduce the ethos 
of the national oligarchy, whose political and economic power was 
achieved by amassing the lush lands of the Argentinian Pampas, at 
that time the foundation and driving force of national wealth.” 

The telenovela presents a historical narrativization that furnishes 
a form of homology between the text we are analyzing and political 
processes such as those taking place in the Argentina of the nineties. 
The text explains features of the Argentinian agro-exporting model, 
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administered mainly by the national oligarchy. This state of affairs 
is in line with Menem's discourse and his messages after he took 
office: he recommended following in the steps of successful and 
prominent businessmen, in order to rise above national decadence.** 

Marcelo is a member of the Argentinian land-owning aristocracy 
that came into being towards the end of the nineteenth century with 
the acquisition and accumulation of large expanses of land, usually 
in the most fertile areas of the country. The group's class conscious- 
ness became stronger when its members, including politicians and 
statesmen, began to meet at social clubs, polo matches, and the 
Sociedad Rural (Rural Society). Furthermore, marital contracts 
brought together not just public figures but also fortunes and 
common interests, as demonstrated in sub-plots in the telenovela. 
The estancia, as the basis of elite hegemony and power, offers an 
idealized, mythical vision of its role as a production unit, and this 
establishes Argentina’s standing in the concert of nations.!° Despite 
his precarious economical situation, Marcelo enjoys a life of excess 
and pleasure from which work is sadly absent, and he is willing to 
marry for convenience rather than lose his heritage. In the first 
episodes of the telenovela we can see how Marcelo spends much of 
the day at the club with his friends, isolated from reality. The text 
emphasizes the mental and geographical distance between the 
urban dwellers of the city of Buenos Aires and upper-class rural 
propertv-owners. This distance is highlighted in the second episode 
when Marcelo lands at the estancia in his private plane, after being 
summoned by his overseer because of the critical situation of his 
finances. 

Itis interesting to observe how Europe is represented in the telen- 
ovela as a place filled with symbolism and meanings that are 
interwoven into Argentina's culture and history. La extraña dama 
recaptures the cosmovision, or world view, of thinkers and politi- 
cians in the local elite, who by the end of the nineteenth century 
conceived European modernity as the only valid paradigm to 
construct the state, promote culture, and become part of the civi- 
lized world. Fascinated by this modernity, intellectuals like 
Domingo Faustino Sarmiento and Juan Bautista Alberdi, among 
others, totally rejected Hispanic culture and indigenous tradition, 
and carried out a modernization process initiated and organized by 
those in power. The process left out the popular masses, as well as 
subaltern segments, which were excluded from government and the 
emergent civil societv.7 This mental model can be seen in the first 
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episodes of the telenovela when Tomas Ferresi, Marcelo's father- 
in-law, sends his son Roberto to Europe to sell part of their cattle 
holding. Roberto not only averts the ruin of the family, but also 
increases his assets twofold. Europe, in particular Rome, also plays 
a fundamental role in Gina's life. It is where she lives for twenty 
years, completing her education to become an influential member 
of her religious community. In spite of the time she lives in Rome, 
the telenovela does not show any of the citv's iconic locations. The 
viewer receives the information through the protagonists' dialogues. 
The importance and symbolic value of Europe to the local elite, as 
exemplified in the telenovela, is a consequence of the cultural and 
historical context: one infers that the European continent is an 
emblem of progress, knowledge, and wealth, and thus the cynosure 
of Porteño bourgeoisie.?! Between 1880 and the First World War, 
the Argentinian economy flourished, based on agriculture and cattle 
breeding. This agro-exporting model contributed to the country’s 
modernization, which was particularly visible in the growth of cities 
like Buenos Aires and Rosario, both flourishing ports, and the 
network of railroads that interconnected the vast nation.” 

The dichotomic play between nature and civilization is taken up 
again in the last part of the telenovela to tell the hopeless love story 
of Carlos, a close friend of Marcelo’s, and Virginia, Marcelo’s 
youngest daughter. Carlos, distraught by his feelings, leaves Buenos 
Aires and seeks refuge at his family home in an Atlantic coastal 
resort town. His loneliness and inner struggle are suggested by his 
rambles along the deserted shore. Extreme long visual shots empha- 
size his unease and troubled feelings. The sea and the beach become 
another mythical space in which significant events in the life of the 
characters take place: the ocean, the woods, the distance from civi- 
lization, all project a romanticized view of nature as the source of 
instinct and passion. These representations refer to the phenom- 
enon of deterritorialization, a hybridization strategy created from 
the representation of locations as hybrid places that are out of 
context and void of meaning. Deterritorialization, as a process, 
engenders the loss of the ‘natural’ relationship of a culture with 
geographic or social territories. It also generates certain relative, 
partial territorial relocations of symbolic productions, both old and 
new, within the framework of a wider process such as globalization 
or immigration.” Deterritorialization is in keeping with the first 
Menemist government, and reflects the political climate of the time. 
From the standpoint of the telenovela’s relationship with history, 
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Menemism created a new reality, in which Europe and the United 
States (the First World) are set up as the ultimate in success and 
progress; it is the group to which Argentina should belong in the 
context of the globalized world.?* Global culture is a new and 
complex situation that puts an end to any dichotomic conception, 
such as the notion of a centre and a periphery. In this global world 
there is a constant flow of people, of technology, messages, and 
other contents transmitted by communications media. In order to 
define these new flows Arjun Appadurai metaphorically uses the 
concept of landscapes: people landscapes, technology landscapes, 
financial, media and idea landscapes, and so on. For this reason, La 
extraña dama is a media landscape, where old and new social and 
cultural practices arise, and reinforce belonging in a world in which 
the sense of nationhood has lost its meaning. 


Identities at Play 


In Latin American melodrama, as in town squares and markets, 
social structures merge with the logic of feelings, with identities, and 
“with much of what we are”. Melodrama brings into play the drama 
of recognition and the search for true identity.” In La extraña dama, 
identity plays a fundamental role and becomes the central theme of 
the plot, as the protagonist adopts several identities during her life- 
time: Gina, the naive country girl; Sor Piedad, the intelligent, refined 
nun; and, last but not least, the enigmatic Baroness Manfredi. This 
1s the identity adopted by Sor Piedad, who escapes from the convent 
at night, determined to win Marcelo back and get him to help 
Fiamma, the daughter they have in common. In her first appear- 
ance as the Baroness, Gina descends from a luxurious carriage, 
dressed in white, as a guest at a costume ball in Marcelo's mansion. 
He approaches her, but does not recognize Gina, his greatlove. The 
sound track, the lighting that gives her a luminous appearance, her 
dress, as well as the angles of the shots (filming Gina from below 
and Marcelo from above), create a mise-en-scene that sums up the 
serial’s central conflict: the class differences that separate the 
protagonists, and the fact that Marcelo once again falls in love with 
Gina, but only when she assumes a false identity, misrepresenting 
herself as an aristocrat.” 

The end of the telenovela is in keeping with the conventions of 
the genre: Gina renounces her vows so as to fulfil her dreams of 
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setting up house in the midst of nature with her beloved Marcelo. 

La extraña dama initiated the transnationalization phase that revi- 
talized the Argentinian telenovela industrv. As for its contents, the 
telenovela plot displavs a certain analogv with the Menemist world 
view, according to which Argentina should be part of the First 
World, whatever the consequences. 


Antonella: All Politics 


Broadcast during 1992 and 1993, Antonella was jointly produced by 
Argentinian producer Raúl Lecuona and the Italian television 
production company, Silvio Berlusconi Communications. 

Antonella awoke the interest of Argentinian researchers, who 
regarded the serial as a forerunner in the genre because of its inno- 
vative, unique stvle, which had a profound influence on the local 
telenovela industrv. These innovations can be observed in the sub- 
ject matter, in the construction of the characters, and particularly 
in the conception of the female protagonist. The figuration of 
Antonella, or the constructive device that determines what appears 
on the surface of the text, becomes complex and puts forward new 
stvlistic modalities (corporization of what is believed or desired, 
actantial diversification, and others). Steimberg chooses Antonella 
to exemplifv the third phase of the Argentinian telenovela indus- 
try, which he denominates neo-baroque, expressed in the 
hvperboles, the exaggeration, and a swing towards parodv that 
gives the text a tinge of post modernity.”* Petris refers to Antonella 
as a breakaway text, the paradigm for a new genre style created 
around a new female protagonist, no longer submissive but rebel- 
lious, defiant, and energetic. $ 

The current analysis considers that Antonella presents a new 
historical narrativization of the events that took place in Argentina 
during the second half of the nineties. Moreover, the telenovela is 
the first of a succession of serials that present a honeyed image of 
Argentinian society, consistent with Menemist rhetoric.*° However, 
these telenovelas also mention the political and economic corrup- 
tion of the time. 

Antonella tells the story of an orphan girl who yearns to become 
an actress, but is working as an entertainer at children's birthday 
parties. At one of these parties she meets Nicolás, a handsome busi- 
nessman who ‘happens’ to be her sister’s boss and lover. Nicolás is 
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at the head of one of the most powerful economic groups of the 
countrv, which is owned bv his grandmother, Lucrecia Cornejo 
Mejia. The Mejia clan is comprised of Franco, Nicolas's first cousin 
and rival, the protagonist's incompetent father, his fiancée Miranda, 
and her son Federico; thev live in a pretentious mansion with a 
retinue of servants. All these secondary characters enrich the plot 
and create a hvbrid text which combines elements of comedv and 
police drama with explicit references to political and social issues of 
the moment. 

'The telenovela deals with varied topics such as organ donation, 
uterine cancer, love between senior citizens, and male impotence. 
The subjects are handled in a journalistic style, with superimposed 
nonfictional fragments 'stitched' onto the narration. They occupy 
an identifiable place in the plot to disappear from the storyline once 
resolved.?! The telenovela also unambiguously describes the polit- 
ical milieu and politicians as a source of corruption, dishonesty, and 
unreliability. As Antonella is a neo-baroque telenovela, overflowing 
with exaggerations and alliteration, and detaches itself from the 
generic mould, it becomes a hybrid text. "This hybridity allows for 
an exchange of ideas “in several tongues' and creates a new space in 
which to negotiate the representation of politicians, and especially 
of political practices.*? 

Even though politics is not the central theme of the telenovela, it 
provides interpretive frames which viewers often applied negativelv 
to current political issues. The political milieu is reflected in the 
conversation of the characters, who describe politicians as puppets 
controlled bv the interests of those who hold economic power. Such 
is the case with Nicolas, who does not hesitate to bribe a politician 
so that his corporation will win a bid for an important public project; 
his grandmother Lucrecia tells him to do so, saving that all politi- 
cians have their price. After winning the tender thev discuss the 
benefits thev can reap from their connection with ministers and local 
officials. 

Lucrecia is presented as the alter ego of Amalia Fortabat 
(1921-2012), who was one of the wealthiest philanthropists in 
Argentina. Like Fortabat, Lucrecia is an aristocratic widow who 
manages the family corporation with an iron hand. In this way the 
television text alludes to the unwritten agreement between the 
political and economic establishments in Menem's government, 
during which most of the media supported the president and con- 
tributed to his consolidation.** An example of this is a conversation 
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between Lucrecia and Abelardo, her butler and confidant. 
Lucrecia remarks on an article in a magazine that specializes in 
events related to the famous and powerful; it contains a ranking of 
the wealthiest Argentinians in the country. She mentions that the 
highest ranked is Peres Companc, the corporation that acquired 
the largest number of public utility companies during the privati- 
zations; the second place goes to the Roca family, while Lucrecia’s 
family company comes third in the ranking.’ She then mentions 
the Narcogate”, one of the most resonant scandals of the Menem 
period, in which members of the presidential entourage were 
accused of money laundering. 

Telenovelas are melodramatic texts that tell a love story, while 
the subjects of a political nature are complementary to the central 
theme. Hence, these interpretive frames in the political sphere 
generate a hybridization strategy related to the scenario of the 
moment. This strategy recreates non-consensual positions and even 
criticism of social reality and the prevailing mood in Menemist 
Argentina, a period known by historians and political scientists as 
“the golden years of Menemism” (1991-1995). On the other hand, 
the framing allows for the discussion of matters linked to the events 
of the period, such as privatizations and the growing corruption. 
The privatization processes during the nineties are inverted mirror 
images of the nationalizations in the forties during the government 
of Juan D. Perón, when most of the public service utilities passed 
into the hands of the state. At that time most Argentinians believed 
that nationalization would help to solve economic problems and 
public policy issues. The privatizations in the nineties were evalu- 
ated from different viewpoints: firstly, as the opportunity to improve 
the quality of the services rendered by public utilities, and gain a 
new position for the local economy on the international scene. On 
the other hand, it was held that monopolistic and oligopolistic 
markets were preserved, thus emphasizing increased capital 
concentration and centralization, and the consequent restructuring 
of local economic dominance.** 


A Globalized World 


Menem not only transformed the local economy; he encouraged 
profound changes in the country’s foreign policy. This was evident 
in the government's decision to participate in the Gulf War (1999) 
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by providing logistic support, and in the attempt to improve rela- 
tions with the United States and Israel. However, Menem's Syrian 
origins associated him in people's minds with countries like Syria, 
whose attitude to the US and Israel was decidedly hostile. The 
terrorist bombing attacks against the Israeli embassy in Buenos 
Aires, in March 1992, and against the headquarters of the AMIA 
(Asociación Mutual Israelita Argentina) in July 1994, are examples 
of the changes reflected in Antonella. Although there are no Jewish 
characters in the telenovela, there is a reference to the atmosphere 
in the Jewish community through one of the characters, Gastón, 
who openly declares his hatred against members of the community. 
This information is supplied gradually, in an apparently casual 
manner, through dialogues between two secondary characters in 
Antonella who define Gastón as “a Nazi, and an active member of 
an ultra-right group”. On another occasion, Gastón objects to his 
family corporation making a key deal with a Jewish businessman. 
In this way, such controversial issues as xenophobia and racism find 
their way into the narrative, setting a precedent in television fiction. 
Antonella unobtrusively makes an accusation against all those 
involved in the attack, and tackles major issues which at the time 
were sidestepped by the media and Argentinian public opinion. 


Beyond the Horizon: 'Indians' for Export 


The historical telenovela Más allá del Horizonte (Beyond the 
Horizon)? was aired in the summer of 1994, in the form of a family 
saga played out during the government of Juan Manuel de Rosas. 
The historical information is not given in the text, but the viewer 
can infer it from a series of clues distributed throughout the plot. 
The story begins in the lands of the Olazábal family, a patrician 
dynasty connected with the ‘powers that be’ of the moment. 
According to the account, the Olazábal estancia adjoined territories 
that had hitherto belonged to the indigenous peoples of the region. 
Despite the imprecise storyline, one can infer that the land is in the 
south of the province of Buenos Aires. $ 

The first part of the telenovela focuses on María, the Olazábal 
family's adopted daughter, and her stepsister, Victoria, who are 
represented as diametrically different. While blonde, angelic María 
is meek and obedient, while Victoria is rebellious and assertive. 

Maria's parents were Italian immigrants who came to colonize 
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the pampas, but were attacked and killed by the “Indians” who lived 
on the lands assigned to them by the government. The confronta- 
tion between white people and the indigenous tribes is central to the 
telenovela, although the text does not specify which tribe was 
responsible for the attack, or where they lived. Their garments, 
living quarters and accessories do not indicate any recognizable 
culture, but they synthesize elements of various cultures and the 
tribe is depicted as rather similar to the Sioux or Comanche in 
Hollywood westerns.*” This concoction of different traits and 
appearances makes the native characters something of a 
masquerade, as there is no relation between the representation and 
the original (an original also based on the way in which the indige- 
nous peoples are represented in Hollywood movies, which is in turn 
a social construct of American popular culture). 

With the object of finding suitable husbands for the young 
women, the Olazábals leave the estancia and set up house in the city 
of Santa María. This is where both sisters fall in love with a young 
soldier, Enrique Muñiz, who in turn loves María. The relationship 
is never carried any further because the girl is compelled to marry 
Gonzalo Lynch, the son of an upper-class family of British descent. 

The second part of the telenovela centres on the second genera- 
tion of protagonists, who revive and relive their parents” love stories. 
Milagros, the biological daughter of María and Gonzalo, falls in love 
with the true son of Victoria and Enrique Muñiz, Catriel, who was 
brought up as an Indian”.* This progression is carried out by repe- 
tition, “by means of the addition of almost isomorphic segments, 
maximized by recurring motifs such as confused filiations, and also 
by figural repetition” (the protagonists' offspring are played by the 
same actors that played their parents)”.* 

This telenovela, unlike La extraña dama (Strange Lady), refers 
explicitlv — but also elliptically — to the government of Juan Manuel 
de Rosas (1829-1852), whose regime became the symbol of 
oppression and repression in Argentinian historical memory. Rosas 
consolidated his power as governor of Buenos Aires Province by 
neutralizing and undermining the authority of any provincial 
leaders thatjeopardized his supremacy. He was a charismatic leader, 
and proclaimed himself 'Restorer of the Law”, fomenting his own 
personality cult, particularly loyalty to the Leader. He systematically 
revisited Hispanic and Criollo topics such as a return to a more 
primitive Catholicism, traditionalism, folkloric customs and telluric 
symbols. $ 
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Más allá del horizonte was produced and broadcast in 1994, 
during Carlos Menem's first term of office (1989-1994). The 
reform of the Argentine Constitution in 1994 allowed Menem to be 
re-elected for another four years, completing his second term in 
December 1999. The Menemist administration provided innova- 
tive answers to the 1989 economic crisis and introduced changes 
that modernized the economy and Argentinian society, but the 
government was also the centre of a large number of corruption 
scandals, and was “responsible for the systematic violation of 
republican procedures”.** Menem, a charismatic leader, cultivated 
a leadership style based on charm, and chose television as his 
favourite platform.* The historical narrative put forward by the 
telenovela establishes a kind of parallelism between two such 
compelling and controversial leaders as Juan Manuel de Rosas, 
known as El Restaurador (the Restorer) and Carlos Saúl Menem 
(particularly during the latter?s second term). Obvious differences 
aside, both politicians attempted to radically change the political, 
social, and economic order of their time, and to some extent 
succeeded. 

Significantly, after he became president Menem repatriated the 
remains of Rosas from England, where he had been buried in 
Southampton. In his speech in Rosario, where he received the 
Restorer's remains before they were taken to Buenos Aires for burial 
in La Recoleta Cemetery, Menem took his leave from “an aged, 
wasted, anachronistic country” ... and said it was the moment to 
“inaugurate a time of great synthesis between all Argentinians, with 
no exclusions of any kind”.** Menem made political use of the 
historical past, resignifving it to legitimize the passing of laws such 
as the Ley de Amnistia (Amnesty Law) and to misrepresent qualities 
that pertained to the purely Peronist identity.” Even more, Menem 
“wanted to heal the wounds of his country, reconcile civilians and 
the military and unify the nation'. 

Thus, the historical narrativization offered by the telenovela once 
again creates a parallelism between two historical periods, above all 
reflecting the antagonism and contradictions that both governments 
generated in the Argentinian population — or in part of it. Many 
people considered Menem to be the president who ‘rescued’ the 
new Argentinian democracy from social and economic chaos, but 
then again, his detractors argued that he had betrayed essential 
Peronist values by forming an alliance with national and interna- 
tional economic power groups. 
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The first part of Más allá del horizonte is in line with the conven- 
tions of Hollywood westerns. The scenes are set in the frontier zone 
between the white man's lands and the territories that were still in 
the hands of the indigenous peoples, as well as the forts designed to 
hold back the tribes’ onslaughts.' Most scenes begin with long shots 
of the green Argentinian pampas, instead of the emblematic 
Western desert. Lieutenant Enrique Muñiz, the serial’s male lead, 
personifies the solitary, avenging hero who does his duty and carries 
out his mission. 

Even though he is a professional soldier, Enrique does not believe 
in violence but, like the heroes in westerns, “he does what needs to 
be done”. In his later years he realizes that he can no longer be part 
of the cruel Rosista regime. This is why he not only obtains a 
discharge from the army but also joins a group of rebel militants to 
launch futile attacks against Rosas. This is a reference to the gener- 
ation of '37, the first Argentinian intellectual movement. The 
movement was known for its political ideas, many of which were 
transmitted in the literary works of its members, mainly influenced 
by English and French Romanticism. Even though at first the move- 
ment did not pronounce itself against Rosas, in later years, 
especially after 1840, the generation’s writers were banned by Rosas 
and had to seek exile abroad. The final episodes of the telenovela 
depict, albeit somewhat imprecisely, the fall of the Rosista regime 
and the inauguration of Justo José de Urquiza, hitherto governor of 
the province of Entre Rios, as the first constitutional president of 
Argentina. ** Urquiza’s rise to power in both provincial and national 
circles, and the alliances forged with diverse political groups, are 
analogous to the formation of FREPASO (Frente País Solidario), a 
confederation of political parties constituted in 1994 as an opposi- 
tion force. This political alliance addressed social and republican 
issues, such as unemployment, corruption, and misuse of power. 
In 1997 FREPASO joined forces with the Unión Civica Radical to 
form the Alianza por el Trabajo, la Fusticia y la Educación (Alliance 
for Employment, Justice and Education) and won the nationwide 
parliamentary elections by a landslide in October that year. 


More History in Prime Time 


Más allá del horizonte is a period telenovela which vaguely recreates 
certain historical events. The very imprecision of the text constitutes 
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a hybridization strategy as 1t reproduces non-consensual arguments 
that allow for the discussion of ethnic, class, and gender-related 
representations. The text debates the emergence of plural identities 
in constant transformation, and creates a suitable opening for the 
discussion of issues related to social reality such as women's libera- 
tion and corruption in political circles.5 

The following section contains an analysis of a number of char- 
acters that play fundamental roles in the plot itself. They offer an 
alternative reading to the conventional, official interpretation of 
history and reality. This perspective is apparent in the representa- 
tion of women, and provides an analogy of the centrality and 
importance of the women who were the very hub of the Rosas 
family: the governor's mother, his wife and his daughter. One of 
these telenovela representations is Victoria, the youngest daughter 
of the fictional Olazábal family; she is represented as an assertive, 
free-thinking woman. From childhood, and in contrast with her 
sister María, who is the female protagonist, Victoria has been char- 
acterized as a rebellious, independent girl who loves contact with 
nature and riding horses. After Victoria leaves home she works in a 
brothel, and eventually becomes the establishment's madam. She is 
the single mother of two children; the eldest is Catriel, who was born 
in a native hut in the middle of the Argentinian pampas. After his 
birth, one of the region's indigenous tribes attacks the hut, killing 
the nanny, as well as Adalberto, Victoria's best friend, before 
kidnapping the newborn child, who is raised as just another native 
in the tribal village. The chase carries melodrama to the extreme, 
and reinforces the stereotype of the “Indian” in opposition to the 
“white man”. The scenes, which take place in the volatile limits 
between the world of the white man and the world of indigenous 
peoples, are evocative of the aesthetics of border films. "These films 
refer not only to national borders, but also to borders between 
gender, class and ethnicity.** It is in this area of blurred limits that 
Victoria becomes an independent, bold woman, who defies the 
patriarchal order. Her daughter Camila also becomes a remarkable 
woman. The figure of Camila establishes an intertextual relation- 
ship between the telenovela and the Oscar-winning film Camila 
(María Luisa Bemberg, 1984). "The connection exists on two 
planes: at the general level, both texts refer to events that took place 
during the government of Rosas; more specifically, Camila, one of 
the telenovela's supporting characters, and an assertive, indepen- 
dent woman, is an allusion to Bemberg’s Camila, who dared to read 
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books forbidden bv the government, and eloped with a voung priest, 
Ladislao Gutierrez.** The telenovela’s intertextualitv with the film, 
and also with historv itself, is clearlv established and built on the 
historical data provided bv the serial drama, though nothing in the 
text specifically mentions Rosas, who is not even named. This tactic 
matches the decision Bemberg made in her film: to represent Rosas 
through his absence. The director chose a mise-en-scċne that high- 
lighted the governor’s absolute power”.** Even though Rosas does 
not appear in person, his presence is conveved bv his portraits, 
Which hang in the O'Gorman's home and in the church, and also 
bv the characters' dialogues when thev paraphrase him or remark 
on his decisions, laws, and personal habits. 

Several occurrences refer to the sum of public power granted to 
Rosas, and the regime's increased harshness during his second term 
of office; one example is La Mazorca, the ruthless secret police of 
the Sociedad Popular Restauradora, which aggressivelv supported 
the regime. 7 

One of the characters, Asunción Olazábal, who is Maria and 
Victoria's aunt, sets the stage for the discussion of topics related to 
ethnical alterity. Asunción is depicted as a woman with strong femi- 
nist convictions, who makes her own decisions despite class 
conventions and rules. After falling in love with a tribal chief 
(Yanqué), she marries him in a ceremony held according to the 
indigenous ritual — such as the telenovela imagines it. In this manner, 
the text deals with matters linked to mestizaje (mixed ancestry) and 
with identities as categories that should not be considered implicit; 
it also restores visibility to the existence of indigenous peoples in 
Argentinian history. These peoples constitute the first negative 
otherness, a foundational myth forged by the Nation during the 
nineteenth century. The ‘Indian’ thus becomes the “metaphor of 
the frontier, the ‘idea’ that embodies Evil and Enemy — synonyms 
of backwardness and an impediment to the progress of society”.* 

The movie industry has often represented the presence of the 
indigenous peoples in Argentina, and has taken an interest in the 
problematic topic of the frontier between whites and natives. A 
succession of films have paid tribute to military figures, displaying 
combat strategies and hailing the use of force as an effective way to 
obtain the submission of indigenous peoples and gauchos to State 
control; this idea crystallizes the dominant view of the period. The 
coming together of Yanqué and Asunción implies the possibility of 
coexistence and mutual acceptance. However, reality alters this 
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almost ideal situation: Yanqué is killed when the army attacks the 
native village to appropriate the lands and allocate them to the local 
gentry. 

Rosas maintained a harmonious relationship with the tribes 
people, giving many of them employment on his lands. The ones 
who negotiated with the government received benefits and compen- 
sations, such as properties or armed assistance. However, having 
settled in lands now occupied by whites, they not only found their 
independence diminished but also lost their decision-making 
capacity. This strategy also emerges in Más allá del horizonte, when 
Gonzalo Lynch signs a non-aggression pact with the natives who 
had settled in the environs of his estate. He promises to supply them 
with cattle, but does not keep his word. In revenge, the tribe attacks 
his estate. This is the battle in which Catriel's aboriginal adoptive 
parents are killed; he is now alone in the world and is adopted bv 
Asunción, who knows nothing of his origins and has no idea that the 
child is her great-nephew. 

The text shows the passage of time by means of a scene that is 
rich in cinematographic aesthetics: a long take shot shows Catriel as 
a Child, leading a string of horses through a stream on the estancia. 
The take continues with a high angle shot of the horses walking in 
circles through the water. Then the camera rises to show the adult 
Catriel doing his work with the horses on the estate. The lighting is 
changing and complex: a dull grey when representing the past, 
which becomes a luminous grey when showing the adult Catriel. 
This use of contrast is a metaphorical reference to the life of the 
young man, whose circumstances place him between two worlds: 
the white man's world, and the world of the aboriginal “other”, 
thereby generating a split or hybridized identity. The character 
receives a European-style education, as he has an English governess 
at home, but at the same time retains part of his tribal customs, thus 
creating a hybridization strategy that deals with identity as a 
dynamic, unending process, a construct that is open to temporality, 
contingency, a relational positionality only temporarily fixed in the 
find the differences puzzle. 

The first encounter of the protagonists, Catriel and Milagros, 
mocks the way in which the native has been represented by the 
cultural industry. When Catriel is addressed by Milagros in 
distorted Spanish, he responds in the same manner. By doing this 
Catriel speaks through the words of another but reverses the sense 
of the meaning. Parodical discourse is dissident discourse, endowed 
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a priori with an attitude of opposition: its place is alwavs defined 
with regard to any kind of power.* Through the character of 
Catriel, the text queries the portrayal of indigenous peoples 
according to popular culture, and offers a complex, even 
ambiguous, representation: firstly, a criticism of white people's 
stereotyped view of indigenous people; secondly, the character’s 
appearance endorses the image of the Indian as a fetish “other”, the 
pure, sensual savage. 

The telenovela also provides visibility to another Argentinian 
ethnic minority: the African slaves living in the country in the nine- 
teenth century. This representation is historically accurate, as the 
government of Rosas revived the slave trade, supposedly under the 
condition that slaves would remain in the service of a private indi- 
vidual.* One of the secondary characters, Dominga, who was María 
and Victoria's maid, embodies this ethnic group. She has accom- 
panied the Olazábal sisters over the years, and is their confidant, 
especially Maria’s; she knows every intimate family secret. 

The three telenovelas analyzed in this chapter provide a unique 
reading of the historical and social moment in which they were 
produced. In the case of Antonella, the plot openly examines events 
that took place in the Argentina of the nineties. The period teleno- 
velas, La extraña dama and Más allá del horizonte, on the other hand, 
evoke and transcribe fragments of Argentinian history, simultane- 
ously 'dialoguing' with the political and social reality of the period 
in which they were aired. The hybridity of the three serial dramas 
imparts a critical and non-consensual viewpoint; on the other hand, 
the telenovelas also convey ideas and cosmovisions that are in line 
with the Menemist government. 

All three telenovelas allude to globalization, a phenomenon 
which, particularly in the Latin American context, paves the way for 
a debate on topics related to local identities that are territorial by 
definition, but now coexist and evolve, together with transterritorial 
modern and postmodern identities. ** 
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End of the Nineties: 
The Economic Crisis 


The telenovela Muñeca brava (Wild Doll) was first aired in 1999 
with resounding success. It is the first of the three telenovelas to be 
analyzed in this chapter. They were produced at the end of the 
nineties and the beginning of the new century: it was a period of 
organized protests, and there were warning signs that an economic 
and social crisis was imminent given the decline in foreign invest- 
ment and the visible cracks in the neoliberal economic model, which 
had been implemented ten years before by the Menemist govern- 
ment. Industrialists, together with the administrators of currency 
funds, had laid down the rules of the game and adamantly opposed 
any reform that might affect their interests and the benefits they 
reaped. On the political front, Menem was losing his party’s uncon- 
ditional support, while the Frepaso gained strength as a valid 
opposition force. Members ofthis political front denounced the fre- 
guent manipulation of justice and the discretionary powers of the 
executive branch of government as well as its association with rack- 
eteering networks; scandals agitated public opinion, which was 
ready to condemn the government in an atmosphere of growing 
social upheaval.' 

The three telenovelas discussed in this chapter allude to these 
circumstances, and openly or indirectly criticize the economic and 
social context of the time. Alas: poder y pasión (Wings: Power and 
Passion: 1998), and Muñeca brava (Wild Doll: 1999) are set against 
the background of the business factions that profited from the 
Menemist model; they are particularly critical of the corruption and 
shady wheeling and dealing that was rampant at the time. 
Campeones de la vida (Champions of Life: 2000)? describes the 
pauperization of the lower and middle classes, a situation that 
reached detonation point in December 2001.? 
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Compared to the corpus of telenovelas discussed in the previous 
chapter, the texts under consideration here provide a critical reading 
of the events taking place off-screen. While A/as reflects on the role 
of the economic establishment in Menemist Argentina, Muñeca 
brava and Campeones portray the lives and survival strategies of 
lower classes during the crisis. The three serial dramas, as hybrid 
texts, create gaps and interstices from which to negotiate new repre- 
sentations and significances of social issues taken from Argentinian 
reality, within the framework of regionalization and globalization 
processes. Beyond the need to conquer new markets, the ‘hybridity’ 
of the texts mirrors the changes that occurred in Argentinian society 
towards the end of the 20" century. The hybridization of telenov- 
elas makes it possible to interpret them as narratives that establish a 
dialogue with political, historical, and social contexts.* Thus, televi- 
sion fiction becomes an object of study that helps to explore 
political, social, and cultural identities.* 

The telenovelas evaluated not only criticize the social and 
economic model of the time, with its crevices and cracks that impact 
negatively on middle and lower social classes, but also bestow visi- 
bility on various social actors who had so far been absent from the 
reality of the diegetic text, for instance the Jewish “other”. This was 
also the case with the plural identities that began to emerge from the 
margins, reflecting the protests and growing social malaise in 
Argentinian society. 


Wings, Power and Passion: The Flight 
of the Establishment Eagle 


The storyline of Alas: poder y pasión bears a resemblance to psycho- 
logical suspense dramas.* In addition to the love story — the heart of 
the genre — the telenovela brings to light the inner workings of the 
small world of Argentinian commercial airlines. The events are set 
in the offices of Hermes, a family operated aviation company that 
flies regularly between Buenos Aires and Iguazú (near the waterfalls 
of the Iguazú River on the northernmost border between Argentina 
and Brazil). 

The serial begins with a fatal accident in which the plane of a rival 
company comes down in the Misiones jungle in the uninhabited 
north-east of Argentina. This is where female lead Cecilia, the 
daughter of Nicolás, one of the Hermes partners, meets Germán, the 
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pilot, who is the son of Lucas Esquivel, companv founder and senior 
partner. 

The first episodes of Alas articulate the hvbridization of the 
diegetic text; they bring out and highlight the psychological features 
of the characters and the story itself. The storyline refers not only 
to the characters” personal history but also to the way in which 
different events in their past mould events in the present. This is 
achieved by means of flashbacks that show the troubled relationship 
between the brothers Germán and Matías. The use of sepia and the 
degree of saturation (a colour display device used in film and TV) 
not only indicate the changes in time of these scenes but also 
generate nostalgia for a past that no longer exists, both in the char- 
acters and in the viewers. The protagonists eventually discover that 
the plane was sabotaged as part of a scheme devised by Gala, the 
second wife of Lucas, and her son Matias. They plan to acquire 
small air companies and dismantle them, thus reducing the compe- 
tition and making Hermes a monopoly in their class. The family are 
unaware that Cecilia has taken the flight to see how the competition 
operates. Gala's other son, Germán, who is estranged from the 
family, happens to be the pilot, and they fall in love while they are 
searching for help in the jungle. The telenovela supplies realistic 
information about the world of aviation, and simultaneously exam- 
ines themes such as corruption in political and economic circles and 
the privatization of companies typical of what took place in 
Argentina during Menem's government. It is significant that the 
first public companv to be privatized was the flag-carrving airline 
Aerolineas Argentinas, which was sold to Iberia (the Spanish 
national airline) under disgraceful financial terms. 'Hermes' serves 
as a microcosm of such transactions, and allegoricallv recreates the 
atmosphere during the ‘golden years” of Menemism (1991-1995) 
when the main aspirations were increased social status and the 
country’s entry into the First World with its neo-capitalist economic 
system.? Here the allegory operates as a hybridization strategy 
because, as Xavier explains, 1t contains a narrative within a micro- 
cosm that takes the viewer to a different way of viewing situations 
through a series of analogies and associations. It is a tale about the 
nation, its identity and its history — it represents a contemporary 
situation that is conditioned by hegemonic political discourse, and 
for this reason cannot be criticized openly.? 

The plot of A/as enables a historical narrativization that alludes 
to the expansion of aviation in Argentina and, mirror-like, reflects 
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events that take place in a wider political and economical context. 
Argentinian civil aviation has been linked to the national Air Force 
from its verv beginning. Between 1966 and the first decade of the 
2000s it was administered by the Air Force: civil aviation was regu- 
lated and overseen bv a militarv authoritv, in keeping with the 
Argentine Air Force's doctrine of the indivisibilitv of aero-spatial 
power (the aeronautical interpretation of the National Securitv 
Doctrine).'' It is one of the topics most often associated with the 
changes generated bv Menem's government (incorporation into the 
First World, a market economv, etc.). However, during this period 
there was a serious crisis,!! which showed up the weaknesses in the 
economic model in force at the time. Even though there is no direct 
link between the accident and the government's economic policv, 
the choice of this particular field of activitv for the protagonists 
opens the door to discussions about the political and economic 
establishment. 

The texts do not explicitlv refer to the political, economic and 
social conditions of the period; the conditions are transmitted bv 
“what is not said” in the course of a narrative supposedly unrelated 
to tangible reality, but which reconstructs the political and econom- 
ical environment of Menem's “golden years”. 


Judaism and Psychoanalysis 


One of the characters in Alas is Javier Wollman, a Jewish psycholo- 
gistiż who treats Marga, the mother of the female protagonist, 
Cecilia. “This bestows visibility upon a clearly Jewish character, a role 
normally absent in the telenovela genre. The character’s physical 
appearance is stereotypically Jewish — a long nose, a beard and 
glasses. He also wears a Star of David pendant round his neck; his 
Jewishness is corroborated by information about his sojourn in 
Israel. 

Javier, represented as if he were Freud's alter ego, plays an 
extremely positive role in the story: Marga, who has long been 
considered mentally ill and treated as such, recovers her sanity 
under his treatment, and this has an intense effect on her daughter 
Cecilia's state of mind. ' 

Javier’s Jewish identity exhibits a maleness that is more in line 
with the hegemonic patriarchal style than with the type of 
masculinity portrayed in Daniel Burman’s films, for example, where 
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the male characters seem incapable of plaving dominant roles or 
committing to stable heterosexual relationships.'* Javier is not only 
professionally successful, he also embarks on a relationship with 
Magda's other daughter Carla, a state of affairs that can be 
construed as validating mixed marriages between Jews and non- 
Jews, and increasing the likelihood of Jews becoming fully integrated 
into Argentinian society. 

The representation of Jewish characters in cinema, and in 
popular television fiction, is facilitated by political and socioeco- 
nomic transformations, and is one of the consequences of the 1994 
terrorist attack on the headquarters of the Jewish community centre 
(AMIA — Asociación Mutual Israelita Argentina) in Buenos Aires. 
The shock of the bombing moved the previously marginal or 
repressed representation of Jewish ethnicity in films and television 
texts towards the focus of Argentinian identity reconstruction as a 
plural and diversified identity which integrates various fragments of 
cultural and social identities. ' 

Through the character of Javier the text also alludes to psycho- 
analvsis, which is verv popular in Argentina. For example, during 
the 2001-2002 economic crisis psychologists were often called on 
by the media to analyze the distressing situation of the country and 
its citizens.'° So it is not by chance that the immensely popular 
telenovela genre should present this therapy, putting special 
emphasis on the healing process, which is represented as a long 
and convoluted.!” The therapy is examined in depth in the second 
part of the telenovela, in which Javier, by means of psychoanalysis, 
helps Magda to free herself from the burden of childhood experi- 
ences that she has repressed throughout her life. Javier, together 
with the viewers, discovers that Magda was sexually abused by her 
father, and that Cecilia, the protagonist, was the result of this per- 
versitv. Incest is a cultural taboo that often appears in the 
telenovela genre as a suspicion or a hypothesis, usually when the 
protagonists question their true identity or the identity of their par- 
ents. It is a strategy to hold back the narrative until the truth is 
revealed. Alas faces up to the problem, reveals the truth, and 
acknowledges that rehabilitation is possible even for complex trau- 
mas; this is a stark contrast to “punishing the victims”, as happens 
in most telenovelas. 
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Muñeca Brava: Cumbia, Saints, and Economic Crises 


Muñeca brava (Wild Doll) is considered to have been the 
Argentinian telenovela with the largest number of viewers in 
Argentina and abroad. The serial drama was broadcast by Telefé in 
1998 and appears to be a conventional telenovela that returns once 
again to the Cinderella story (impoverished young girl falls in love 
with young master of the manor). However, this apparently trite 
narrative acts as a sounding board that amplifies the voices of 
various social actors present in the diegetic universe. Milagros 
(Mili), the female lead of the telenovela, is a young girl who has 
grown up in an orphanage and works as a companion to Angélica, 
the grandmother of Ivo de Carlo, the male lead. Ivo's father is a 
powerful businessman with political ambitions. Unlike Cinderella 
texts, the heroine does not go through a process of domestication, 
nor does she adapt to the patriarchal model of the desirable woman; 
1t is the male protagonist who changes substantially during the telen- 
ovela by developing a social conscience. 

The opening clip functions as a kind of mise en abyme, as it encap- 
sulates the story itself: the drama of identification and the 
protagonist's switch of personalities; she chooses to appear as a 
tomboy but also as a sensuous attractive woman. 

As in Antonella, the hybridity of the text, which blends comedy 
and melodrama in a masterful fashion, incorporates fragments of 
social reality into the story. Additionally, the telenovela criticizes the 
actions of the government and of the political and economic elite by 
means of a near parody of the members of these select power 
groups, portraying them as selfish, covetous people who are out of 
touch with their milieu. Mili is the character who finds out what 
happens behind the closed doors of the De Carlo family mansion, 
and reveals their intrigues and deceptions. In this way the text 
echoes the profound inequality and economic crisis the country is 
immersed in, as well as events such as the picketing protests that 
began towards the end of the nineties.!8 The text also reflects 
expressions of mass culture, such as the cult of popular saints and 
the bailantas, dances held in large shed-like halls in outlying areas, 
in which cumbia and other tropical music is played.!? The 
customary structure of the genre is disrupted at times, when visi- 
bility is given to characters like vagrants, child beggars, and 
shantytown dwellers. In this way the telenovela presents its own 
historical narrativization of the unease and political turmoil 
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Argentinian societv was immersed in during the period in which 
Muñeca brava was on the air 

Mili, in her role as la Cholito, earns her living as a street hawker 
in the city of Buenos Aires. She also washes car windscreens at 
traffic lights, along with other informal 'jobs'. “This is how she meets 
Gamuza, who like hundreds of other boys contributes to the family 
income. The character brings up a controversial issue: child labour 
in Argentina.” Gamuza lives in a villa miseria (shantv town) with 
his younger brother and their alcoholic father. “The child tells Mili 
that his father works in the streets as a ciruja, a waste picker who 
collects cardboard, bottles, and other recyclable waste that is then 
sold. She decides to help the boy and visits him in the villa miseria 
where he lives with his family. In her conversation with Gamuza's 
father, he tells her that he lost his job and has to work as a waste 
picker because it is practically impossible to get a proper job. 
Meanwhile, the camera shows the pitiable shantytown houses, 
mostly built of old metal sheets and scrap wood, and a ciruja's push- 
cart loaded with cardboard and other waste. This tells the viewer 
about the reality of poverty in Argentina, and shows survival strate- 
gies developed by social outcasts.?! 

The indifferent, absentee political leadership is another topic 
tackled by Muñeca brava. A little boy who lives in the same shanty 
town suffers an accident, and the ambulance service refuses to take 
him to the nearest public hospital because his family is unable to 
pay. The neighbours ask for Ivo's help and, together with his grand- 
mother, he undertakes to help in the building of a clinic. The 
inhabitants of the villa express their disbelief in politicians, who ‘talk 
a lot but do nothing”. As a reply Ivo not only donates a large sum 
but also participates in the building process. Thus, the telenovela 
alludes to a series of circumstances that began in the period we are 
examining: the difficult situation of the poorer classes, the emer- 
gence of new forms of social organization in the face of an absent 
and indifferent state, the lack of credibility of politics, and particu- 
larly politicians, culminating in a situation that reaches boiling point 
in December 2001.7? 


The Bailanta Conquers the Telenovela 


Ivo and Mili fall in love in the setting of a bailanta dance hall. Their 
fictional first encounters take place to the beat of “tropical” music 
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played by real life bands; the bands participate in several episodes 
of the telenovela, thus blurring the boundaries between fiction and 
reality.” These shifts between fiction and reality activate social 
imaginaries that are significant in the shared everyday life of the 
various social actors.?* 

In Muñeca brava the role of bailanta music in the plot is a 
hybridization strategy with some similarities to ‘rascuashismo’, a 
term that originally described the poor quality of an object, or the 
wretched situation of Mexican poorer classes. It then became an 
aesthetic style developed by Chicanos, Mexican immigrants living 
in the United States. It combines expressions of diverse cultures, 
such as kitsch, elite, as well as elements of popular culture.”° 
Similarly, the telenovela appropriates both popular and hybrid 
expressions, like batlanta and cumbia, generating products that 
blend in with mass culture. One of these genres, cumbia villera, 
arrived on the scene during the period we are examining. Its texts 
describe the difficult life of young people who live in villas miseria 
on the periphery of Buenos Aires city.” The genre was born out 
of the villas themselves, and conveys the wretched reality and 
extreme marginality found in the peripheral areas of large 
Argentinian cities. The song lyrics use a kind of argot (lunfardo) to 
crudely describe the life of these young people: the consumption 
of drugs and alcohol, crime, police persecution, and trigger-happy 
police officers. 

Through the character of Mili the serial echoes another phenom- 
enon thatis typical of Argentinian mass culture: the 'people's saints'. 
On a journev to the town of Gualevguachu to take part in the 
customarv carnival parade, Mili pavs a visit to the makeshift altar 
erected at the side of the road in honour of cumbia singer Gilda, who 
was killed in a tragic road accident.?” Together with Mili, the viewers 
look around the memorial, to the beat of one of her songs. Mili, who 
is wearing a printed T-shirt with a portrait of the singer, leaves an 
offering at the shrine. The camera, in a slow panning shot, shows 
the variety of objects left there by people who worship Gilda: cruci- 
fixes, flowers, and photos, amongst other offerings, create a 
postmodern collage. The only thing to be heard is Gilda's voice, 
singing “Se me ha perdido un corazón” (I have lost my heart). Her 
voice is an acousmatic presence, an acousmetre that has the attrib- 
utes of ubiquity, panoptism, omnisapience and omnipresence. The 
scene is de-acousmatized gradually as the camera focuses on the 
photos of Gilda deposited on the altar.5° This way, as in the rest of 
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the telenovela, reality is fused and (con)fused with fiction, 
contributing to the hybridization of the plot; real events become an 
integrated part of the diegetic text.** 

Paradoxically, as occurs with rascuachismo, cultural anti-estab- 
lishment products are appropriated by the culture industry, in this 
case by Muñeca brava, and transformed into merchandise. But at 
the same time the telenovela's success with the public is also the 
result of its ability to grasp the structures of feeling generated by 
transformations such as the increase in poverty and unemployment 
in Argentina at the end of the second millennium.*” 


The Heroine of the Football Pitch 


Muñeca brava focuses on the story of the female protagonist, and 
most of the subplots are related to her life and personality. Mili is 
represented as a bit of a tomboy, who loves to play football, a very 
popular sport in Argentina, normally identified with a universe of 
strictly masculine values. In this way the diegetic text’s outlook 
defies the traditional gender constructions typical of telenovelas, 
which normally reproduce hegemonic female models. 

During the twentieth century, football became a national tradi- 
tion and passion, and a symbolic event with profound geopolitical 
implications. Furthermore, in several countries football has become 
one of the elements that constitutes and renews national identities.** 
The potrero, an improvised football pitch on the convent grounds, 
is a central location in the plot of Muñeca brava. It is where the 
protagonists meet for the first time and fall in love, and it is the place 
they choose to validate their love: in the last episode, they celebrate 
their wedding in the vicinity of the pitch. Mili arrives in a carriage 
drawn by white horses, as in the best of fairy tales. But this modern 
Cinderella once again breaks with the conventions of the genre 
when, after the religious ceremony, she runs to the potrero and, still 
in her wedding finery, joins the game.?* 

Argentinian collective memory in relation to football and its 
mythical foundation is influenced by images of the pampas and the 
potrero, which operate as a metaphor for landscapes that are vestiges 
of the wild, not yet conquered by civilization and modernitv. Mili, 
in her role as Cholito, portrays the pibe (the kid), a mythical figure 
in Argentinian football, mischievous, cheeky, spontaneous and 
creative. She is a heroine that not only breaks with the classic repre- 
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sentation of women but also 'appropriates' a sport that plavs a 
central role in the building of the national male identitv. 

The image of the makeshift football pitch as a mvthical space 
opens the door for a reconsideration of national identitv, at a time 
in which Argentina begins to form part of a globalized world. Here, 
the diegetic text represents local elements as a pure, uncontami- 
nated imaginarv, in opposition to the global elements, depicted as a 
contaminating, even destructive force. This dichotomv is expressed 
bv representing business men and industrialists, technocrats and 
agents of neo-capitalism — evidenced in one of the episodes in which 
businessmen, among them Ivo's father, want to buv the vacant plot 
of municipal land where the children plav football to build a shop- 
ping centre. Mili, infuriated, exclaims to Ivo: “Poor kids! You people 
want to take away the only thing they have that makes them happy!” 

Thus the children's football pitch, a refuge for the convent 
orphans, becomes a symbol of paradise lost. In this globalized 
world, where it is difficult to define identities and local productions, 
football and the imaginary construct of the pibe and the potrero 
contribute to the construction of a kind of local microcosm. 


Campeones: Will the Middle Class Go to Heaven? 


Campeones (Champions) is a telenovela of manners and mores, and 
focuses on the everyday life of the pauperized Argentinian middle 
class.?” 

During the two years in which the telenovela was on the air, the 
country went through one of the most difficult periods in its history, 
which began when President De La Rúa took office. "The economic 
deterioration was the greatest challenge, and became an obstacle 
that the government was unable to overcome. 

The profound economic crisis, especially after the government 
confiscated a large portion of Argentinians” savings (the corralito), 
broke out in December 2001 with massive protest marches and 
cacerolazos (saucepan-banging demonstrations) that spread 
throughout the country. This brought about a kind of alliance 
between Argentinian middle and lower classes, which accelerated 
the collapse of the government and set off a period of marked insti- 
tutional and economic instability.** 

The telenovela has a definite atmosphere of costumbrismo, inher- 
ited from costumbrista (manners and mores) theatre. This can be 
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seen in the assortment of characters (Porteños, immigrants, neigh- 
bourhood personages); the way they speak (a colloquial, typically 
Argentinian, vernacular speech); the environment in which the 
events take place (the neighbourhood, the bar, urban landscapes, 
the family kitchen); in local customs (mate,5° a typical beverage), 
newspapers, typical Argentinian food, and so on. 

By exploring “ways of doing” the telenovela reveals users” 
frequent practices, such as appropriating urban space or reusing 
popular texts. Through these practices the lower-middle class char- 
acters regain the space organized by the technicians of sociocultural 
production, an action that reflects the incidents taking place outside 
the limits of the fictitious space: mobilizations, protests, and civil 
organizations that have become an integral part of Argentinian 
reality.*! 

The storyline of Campeones is centred on the experiences and 
suffering of the D’Alessandro family: Ciro, the father and head of 
the family, a worker at the local meat processing plant; his wife 
Luisa, a housewife and seamstress; Valentin, their only offspring, 
who works nights as a waste collector and dreams of becoming a 
boxer; and Betty, Luisa’s unmarried sister and a feminist lawyer. 
Betty, who usually takes on cases linked to gender violence, has an 
office in Clarita’s house. Clarita is a schoolteacher, and is trying to 
rescue her son Federico from drug addiction. Other characters in 
the story are Ciro’s brother Tito, and his flamboyant family. Tito 
has returned from Miami to manage the local boxing gym. The 
brothers have been estranged for years, and represent two very 
different Argentinian types facing the reality of the late nineties. 
Ciro represents Argentinian workers, with a world of values such as 
the importance of work, the rights of workers, and the power of 
unionization. Tito, on the other hand, stands for the prototype 
upheld by the government, which can be summed up as ‘pizza and 
champagne’, a phrase that describes the political style and cultural 
proclivities of Menem’s Peronism, together with his eagerness to 
privatize.” 

The story begins with the arrival of Guido Guevara, a has-been 
boxer who is employed by the neighbourhood gym to work as a 
trainer. He rents a room in Clarita’s house, and will eventually 
become embroiled in a love triangle with the two friends, Clarita and 
Betty. 

The serial can be considered a hybrid, polysemous text, as it 
contains a range of subtexts that appeal equally to both male and 
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female viewers.4 It represents various social actors and allows for 
further discussion on the concept of identity within the framework 
of globalization and localization. In times of global change, which 
erodes national boundaries, identities are in a constant state of flux, 
transformation, conflict and negotiation. ** 

The plot is played out in typical Buenos Aires working-class 
neighbourhoods, and in the protagonists' workplaces, with looming 
unemployment, underemployment, and the anticipated conse- 
quences of the imminent economic crisis. 

The opening credits present a collage of real everyday images, 
which show various social actors in their workplace, among them 
workers in a meat processing plant, refuse collectors, teachers, and 
several other trades and professions. The viewer cannot identify 
their faces as they are blurred and intentionally out of focus. 

This aesthetic technique has a double purpose: it dehumanizes 
the diverse social actors and subtracts their individuality, but on the 
other hand it emphasizes a common denominator: their status as 
workers. The lyrics of the telenovela's opening song (Campeones de 
la vida) allude to the spectre of unemployment and the importance 
of having a job.* 

The characters in Campeones highlight the contrasts between the 
modern and postmodern condition as concerns identity. The iden- 
tity of Ciro and the other workers in the plant”° — in Bauman’s terms 
pilgrims, a metaphor for modern people who know from the start 
what their purpose in life will be — is defined by his work: a stable 
secure job for life. "The sale of the meat processing plant to an 
Australian company, and the new owners” attempts to reorganize 
and modernize the plant, results in anxiety, making 'pilgrimage' as 
a life strategy impossible.* "This apprehension represents growing 
social demands, expressed by blocking traffic, for example. “These 
protests are carried out by picketers, often unemployed, by state 
unions, and sometimes by the inhabitants of small or middle-sized 
towns in the province of Buenos Aires or on the outskirts of the 
capital city. The severe recession undermines the support of public 
opinion, which reacts against the detrimental effects of the 
economic regime.* New forms of protest emerge, and grassroots 
organizations protest against the political establishment by means 
of both conventional and innovative demonstrations: pickets, neigh- 
bourhood organizations, public mobilizations such as cacerolazos.*” 
In this state of affairs groups like picketers gain visibility and trigger 
the rapid emergence of other self-organized structures: neighbour- 
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hood assemblies, experiences in bartering goods and services, 
counter-cultural currents in art and information, factories managed 
by their workers. 


Buenos Aires, a Fragmented Citv 


The city of Buenos Aires, where most telenovelas are set, is a good 
place for an encounter between highbrow and mass culture; this can 
be seen in the districts and characters in most Argentinian teleno- 
velas. Buenos Aires, a port city, cosmopolitan and global-minded 
from its very beginnings, is a crossroads for a multitude of cultural 
expressions, a result of all the migratory currents that disembarked 
in Argentina. The mixture of languages, cosmovisions and nation- 
alisms converted the country’s capital into a hybrid, universal space, 
global and local at the same time.** Just as in other Latin American 
megalopolis, like Mexico City and Sáo Paulo, Buenos Aires and its 
environs have undergone substantial changes in urban and periph- 
eral social morphology. These changes have meant a fragmentation 
of the urban landscape according to complex economic organiza- 
tion patterns, which bring about cultural models. This has created 
a state of affairs that allows for the existence of “islands” discon- 
nected from each other — gated communities opposite lower-class 
neighbourhoods, for instance — in a quartered city, divided into 
quarters according to elements such as ethnicity, gender, race and 
age.” This situation permeates the text of Campeones through the 
characters who suffer the repercussions of the economic crisis. 
Despite the changes that have taken place, there are references to 
traditional building configurations such as boarding houses or 
conventillos (tenement houses): several rooms built at the beginning 
of the twentieth century around a small common courtyard, in 
working-class neighbourhoods like La Boca or Barracas. The 
lifestyle in these neighbourhoods, and the wholesome relationship 
between neighbours as shown in the telenovela, symbolize the bonds 
of collaboration, solidarity, and resourceful economic management 
that took place in the framework of the crisis, especially after the 
social flare-up in 2001. Contrasted with deterritorialization, these 
achievements show the neighbourhoods as public spaces that not 
only allow the inhabitants to gather, but which also define plural and 
group identities. 


aharoni 2 - index = 11/06/2015 15:37 Page 68 


-6- 


ANALVSIS OF THE NINE TELENOVELAS 


Urban Tribes 


The representation of young people in the text illustrates the “urban- 
tribe’ phenomenon that began to emerge towards the end of the 
nineties as an expression of the uneasiness and lack of expectations 
these groups felt in the shadow of the economic crisis. The “tribes” 
appear in the complex Porteño social order and share problems, 
behaviour codes, styles of clothing, slang, and meeting places. 
Generally, the tribe members are marginal by choice, and follow an 
alternative path in pursuit of different values, but they often give up 
the fight before it has begun. The young exert a sort of active resis- 
tance against the mould of hegemonic culture, which is directed at 
the generations that will become protagonists in the near future.“ 
This is the case of Clara's son Federico, his girlfriend Romina, and 
his friend Chufa; their addiction to drugs and lack of personal 
achievement horizons marginalizes them from the rest of society. 
With their behaviour and attitude, the three friends express their 
rebellion against society, especially against the family as an institu- 
tion in crisis. They wear jeans and dark T-shirts, a sort of uniform 
worn by teenagers in peripheral neighbourhoods of the city and 
Greater Buenos Aires. Romina, with her quasi-punk style (hair dyed 
black, body piercing, dark lipstick) pays the price of her rebellion 
with her death from a drug overdose. 

The representation of Fede, Romina and Chufa in Campeones 
creates an intertextual relationship with the characters in the film 
Pizza, birra, faso (Adrián Caetano and Bruno Stagnaro, 1997). This 
directorial debut is considered the birth of New Argentine Cinema, 
and tells the tale of four youngsters who try to survive urban margin- 
ality. 

The intertextuality between the television text and the film is 
clear in the scene in which Chufa, Romina and Fede meet in a public 
space (the neighbourhood square) to drink stolen beer and plan how 
to get hold of prescription drugs. This scene alludes clearly to a 
fundamental scene in Pizza, birra, faso (Pizza, Beer and Cigarettes) 
in which Frula, Megabomb and Sandra wait for Cordobés and 
Pablo by the Obelisco, a familiar city landmark. In both texts there 
are two overlapping realities: on the one hand, the city and its 
dizzying speed, and on the other the young people's reality, frozen 
in time and space, isolating and detaching them. The daylight 
scenes and the sound of traffic portray the city's rapid tempo, in 
counterpoint with the friends” passivity and inaction. The camera's 
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long shots emphasize the characters' loneliness and near-invisibilitv, 
which makes them merelv part of the urban landscape. Both 
Stagnaro's film and Campeones explore marginality as a temporal 
disjunction and not as a spatial displacement, in other words a 
phenomenon which is out of phase but not out of place.*” 

The storyline portrays the despondency and lack of prospects of 
many young urban Argentinians at the end of the twentieth century. 
It illustrates the process of fragmentation and the sudden increase 
of transitory identities, as well as groups that make the social spaces 
complex and heterogeneous. Margulis and Urresti consider that the 
identities of youth groups are fragmented and volatile, as an effect 
of the dominant globalized culture in the world’s great mega- 
lopolis.>? 

The three telenovelas examined in this chapter hold a critical 
view of political, social and economic realities, and express 1t thanks 
to the screenwriters’ decision to show social actors that survive on 
the margins of society, such as homeless children, waste pickers, 
house servants and urban tribes. 

With the aim of conquering new markets that comprise national 
and foreign viewers, the texts present hybridized plots that combine 
the features of an assortment of television genres. In a complicated 
interplay between local and global, telenovelas do not signal the 
presence of old or new “others”; rather, they reformulate plural iden- 
tities and rescue popular social practices within the framework of 
globalization, economic crises and social protests. 

The texts recreate and reflect assorted fragments of cultural iden- 
tities, and therefore various identities of belonging. The allegorical 
sense of these telenovelas — Alas in particular — furthers the discus- 
sion of topics linked to the nation's history and identity, but no 
longer conceives the latter as singular and homogeneous, but as 
plural, diversified and multi-territorial. 
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Identitv and Memorv: 
Rewriting the Past 


The present chapter focuses on the 'disappeared' through the 
analysis of the third and last group of telenovelas, which were 
produced during the first decade of the twenty-first century: Central 
099 (2002), Padre Coraje (2004) and Montecristo (2006). All three 
were broadcast on Argentinian open television during the govern- 
ment of Néstor Kirchner, who revived public debate on human 
rights and reopened the trials for crimes against humanity 
committed during the military dictatorship (1976-1983). Although 
009 Central touches on the subject of the desaparecidos (disap- 
peared), in Montecristo 1t is the hub of the plot. In Padre Coraje 
(Brave Father John), the storyline recreates a historical past that 
links up with fantastic subplots and supernatural events experienced 
by the characters. 

All three telenovelas are closely connected to local customs and 
history, perhaps as the genre's reaction to the situation in Argentina 
in 2001 and out of a desire to heal the wounds of the Dirty War. It 
was a time of profound economic crisis and De la Rúa was unable 
to solve the problems inherited from Menem's neo-capitalist 
administration. One of his main difficulties was that he faced a 
hostile lower chamber controlled by the Peronist majority. Another 
serious problem was ‘convertibilidad’, the unsustainable exchange 
system by which the Argentinian peso was pegged to the US dollar. 
Last but not least, the Alianza (Alliance), the government coalition 
that had taken De la Rúa to power, was breaking up. Under these 
difficult circumstances, the government had to deal with growing 
unemployment, social unrest, and pressure from the international 
financial system. 

All three telenovelas reflect the crisis, but in the case of Padre 
Coraje and Montecristo there are also direct and indirect references 
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to the social and political changes underwav in much of Latin 
America. 

This chapter, particularlv in the case of Montecristo, analvzes the 
sale of program formats to the Latin American television industrv 
within the frame of globalization. Reinforcing the theme of earlier 
chapters, the telenovela is exported but adapted to the local cultural, 
social, and political realitv — a trend that illustrates the regional 
homogenization processes which take place in parallel with global- 
ization. 

The storvlines of Padre Coraje, Central, and Montecristo bring 
together such diverse television genres as police procedural teleno- 
velas, historical telenovelas, and the fantastic telenovela. When 
moving away from the conventions and topics usual in classic telen- 
ovelas, a hybrid, high-quality text is generated, one which echoes 
the ideological and political changes that take place in the non-tele- 
vision context. According to Homi Bhabha, author of The Location 
of Culture, this third space displaces well-known conventional 
fictions and creates new forms for the renegotiation of sense and 
new modes of representation. It offers a sort of inscape which allows 
us to restrict and redefine the limits of historical memory and gives 
a new meaning to history itself.! 


Historical Context 


Centrafs first airing, in April 2002, coincided with one of the most 
troubled and unstable periods of recent Argentinian history. The 
economic crisis and social upheaval that began in December 2001, 
the resignation of President Antonio De La Rúa, and the conse- 
quent political instability were a tough test for Argentinian 
democracy.? Finally, 1t was interim President Eduardo Duhalde who 
completed the devaluation of the Argentinian peso, voided the 
convertibility law, and initiated the corralito financiero, which trans- 
lates as “financial (play)pen” an informal name given to the 
restrictive economic measures taken at the end of 2001, which lead 
to the country’s default on its external debt. Even though Duhalde 
and his Minister of Economy, Roberto Lavagna, steadied the 
national economy to some extent, during 2002 almost half the 
Argentinian population was living on the verge of poverty. Although 
the Ley de Acefalia (Presidential Succession Law) empowered the 
new President to complete De la Rua s mandate, Duhalde's loss of 
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prestige and political leadership, and above all, the death of demon- 
strators Dario Santillan and Maximiliano Kosteki on Puente 
Pueyrredón on 26 June 2002, persuaded Duhalde to call for elec- 
tions. Santillin and Kosteki were members of an MTD 
(Unemployed Workers Movement) in the southern suburbs of the 
metropolitan area. 

Large-scale public protests which produce serious confronta- 
tions tend to end in tragedy: on the one hand, there are often illegal 
actions in the repression; on the other, old ideological definitions of 
the conflict are re-established by means of discourse production, 
and linked to anti-subversive repression.’ 

Three Peronist candidates benefited the most from the profound 
crisis in the FREPASO and the Radical party: Menem, once again 
nominated, came first with 24% of the vote; Néstor Kirchner 
achieved 22%; and Adolfo Rodríguez Saá came in last with 14%. 
Faced with the probability of defeat, Menem decided to withdraw 
his candidacy and dropped out of the second round. These circum- 
stances meant Kirchner was elected president. On 25 May 2003 
Kirchner took office, and inaugurated a new period in the history of 
the country with an active human rights policy. One of the most 
relevant measures of his government was to insist that the military 
officers who had been responsible for the deaths and disappear- 
ances during the government of the Military Junta (1976-1983) 
should be put on trial. Via the National Congress two laws were 
made void: Obediencia Debida and Punto Final (Due Obedience and 
Full Stop), enacted by the governments of Raúl Alfonsin and Carlos 
Menem respectively. Menem's Punto Final law had paralyzed the 
criminal proceedings carried out against those charged with forced 
disappearances during the military dictatorship. During 1989 and 
1990, Menem had granted amnesty to many of the military men 
who had been involved in the de facto government.* 

These substantive political decisions gave rise to intense public 
debate on the subject of the desaparecidos. The media and cultural 
agents not only made this debate public, but also helped to legit- 
imise it and achieve a consensus among the majority of 
Argentinians. Montecristo, a telenovela that raises the issue of the 
many who went missing during the military dictatorship, was aired 
on open television in the midst of this uncertain social and political 
atmosphere. 
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099 Central: A Telenovela in Blue 


This telenovela, produced bv Pol-Ka and aired bv Channel 13, 
recreates the microcosm of an elite police squad and the experiences 
of the officers working there. Despite the unpleasant connotations 
and negative image of the police force in Argentinian collective 
memory, Central, like previous serials made by the same production 
company, such as Poliladron (Spiner and others, 1995/97) and 22, 
El Loco (Antunez and others, 2001) shows the police force in a 
favourable light. "The narrative structure of these serials displays an 
almost ideal image of the security forces, very different from the 
reality experienced by Argentinian society. In general, the repre- 
sentation of police officers in the three serials is reminiscent of police 
characters in early American series: incorruptible policemen 
committed to the community, responsible for maintaining social 
order. Argentinian crime serials, as a literary genre, later moved 
away from the American version, returning to the classicism of the 
British police series, in an attempt to find a new course after the 
uneasy and often outright objectionable role of the police during the 
military dictatorship. A similar tendency is observed in crime 
movies produced between 1983 and 1989. The actions of the 
leading characters have a common factor: most of them act outside 
the law, persuaded that the police force as an institution is going 
through a deep moral crisis.* 

099 Central takes place almost entirely at the special unit's head- 
quarters. In each chapter, the members of the squad solve crimes in 
an aesthetic and narrative style reminiscent of the dynamics of 
American police series. In particular, Central employs a hybridyzed 
plot in which distinguishable elements of the telenovela combine 
and intertwine with specific features of American police drama. 
Mazziotti explains that in Argentina, unlike other Latin American 
countries, daily television fiction is not always identified as a tele- 
novela. There tends to be a certain hesitation when it comes to 
defining television genres, even in newspaper TV listings. The 
Spanish term tira (strip), coined by the television industry, is 
employed to designate the production of one episode a day of a daily 
emitted program. “It is a multipurpose word which refers to an 
industrial production approach, with a frequency comparable to the 
series. The tira concept does not allow for slip-ups, instability or 
transformations within the texts.”” In this sense, Central can also be 
catalogued as a serial drama, in which two theme lines are 
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combined: a storvline that develops through the different episodes 
and secondarv plots that begin and are resolved within the dailv 
episode. 

The customary elements of the telenovela genre are conveyed by 
the love stories, understandings and misunderstandings of the 
squad members. Tomás, the main character and the hub of the 
story, is an idealistic police officer. He falls in love with officer Laura 
Copiolli, the main female character, who breaks with the archetyp- 
ical female telenovela protagonist; she functions as a female 
character in a very masculine world. Tomas’s sentimental and 
emotional life is altered drastically by Laura's inclusion in the squad, 
and also by the arrival of Patricia, a doctor who was his former love 
and is currently the wife of Franco, his 'adoptive brother”. Franco 
has a dark past. He is a retired agent and former member of para- 
police forces who acted during the Años de Plomo (Years of Lead), 
1976-1983. Not only did the military, police and parapolice forces 
kidnap alleged political criminals but they also appropriated every- 
thing they had. Even children snatched during these detentions, or 
those born in captivity in clandestine detention centres, were 
considered war plunder. In most cases, newborns were handed over 
to families connected to the military.? 

Franco is responsible for killing the parents of Tomás, but he 
‘saves’ the two-year-old child and brings him up in his own family. 
Tomás grows up in ignorance of his real identity and the circum- 
stances in which he was handed over to his adoptive parents. His 
origin directly recreates the hundreds of cases of babies and chil- 
dren who were taken from their parents to be raised by people 
directly or indirectly responsible for the latter’s deaths. 

All through the first episodes of the telenovela Tomás hazily 
recalls — by means of flashbacks — the traumatic events in which he 
was separated from his parents, but he is unable to face the truth. 
Little by little Franco, represented as a dark, ambivalent character, 
unveils the true story to Tomas, whose memories slowly return to 
his reluctant mind, and he is able to 'reconstruct the facts according 
to lines already etched by his memories or by the memories of 
others”.? 

Together with the audience, the young man recollects himself 
curled up in a corner of the dining room, and recalls the kidnapping 
of his parents. The arms of an unknown man lift him up and carry 
him through a long, narrow blue corridor. Gradually, the adult 
‘Tomas recognises his brother Franco through the mist of his memo- 


74 


aharoni 2- index = 11/06/2015 15:37 Page 75 


-6- 


IDENTITV AND MEMORV 


ries. His unease and disbelief are expressed in the diegetic text bv 
means of oblique camera angles, with ascendant and descendant 
camera movements which end in a full-size close up that displays 
the character's horror. The expressive value of the scene gives rele- 
vance and narrational perspective to the painful revelations and 
experiences of the protagonist, who discovers that his brother not 
only murdered his biological parents but also handed him over to 
his adoptive parents. In the following episodes, Tomäs demands an 
explanation from his adoptive mother, who argues that she does not 
know anything about his past. This confrontation with his adoptive 
mother illustrates the agonising and absurd reality of desaparecidos 
children, both those who were torn away from their real parents and 
the ones born in captivity: they were brought up by the direct or 
indirect murderers of their relatives.!° After disclosing the details of 
‘Tomas’s origin, Franco, in a perverse game, leads his adoptive 
brother to the address of his real parents. The scene begins with a 
general shot of the family house. "Tomás enters the deserted house. 
Disoriented and bewildered, he stands in the living room and recog- 
nises the voice of Franco, who comes down the stairs and calls him. 
Franco stands in the dark area of the shot, a metaphor for his past 
terrible deeds. “Tomás is in the illuminated area of the frame, bathed 
in a blue light, which connotes sadness and creates a sort of micro- 
cosm that is totally disconnected from the character’s day to day life. 
The television language symbolises the telenovela's central conflict: 
the rivalry of the brothers, which grows as the series develops. 

Francos discourse reproduces the discourse of the repressors, 
who pick their words so as to evade personal responsibility and 
neutralize the official version of facts as if it were just common 
sense.!! ‘I did not kill them,’ Franco declares, ‘I saved your life. This 
house is not what it used to be, nobody is what they used to be... 
You were sitting in that corner, crying disconsolately, and I held you 
in my arms and saved you.” In this way Franco attempts to build a 
more humane image of himself, an image that both he and his 
brother might be able to use to continue their relationship. 

Significantly, Franco goes back to his activity in the police force, 
with the help of a former acquaintance (Estrada) who holds an 
important position in the democratic government of the moment. 
This detail contains a veiled criticism of the all-too-frequent pres- 
ence of characters previously linked to the military regime but now 
serving in democratic governments, a situation that changes radi- 
cally when Kirchner comes into power. 
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The issues of the disappeared and the recovery of identity fade 
during the following episodes, to be picked up again — almost magi- 
cally — towards the end of the telenovela, with the appearance of 
Tomäs's biological grandmother. In this case, and in contrast with 
Montecristo, Central makes no reference to organizations like Madres 
de Plaza de Mayo and Abuelas de Plaza de Mayo (Mothers and 
Grandmothers of Plaza de Mayo) or to the challenging work carried 
out by their members. The authors steer clear of this controversial 
topic because at the time this telenovela was produced Argentinian 
society was not yet mature enough to reopen discussion of the 
issues, especially after the profound economic and social crisis that 
the country had gone through in December 2001, shortly before the 
telenovela's first airing. Furthermore, the government of Eduardo 
Duhalde, who was acting president during the period in which 
Central was screened, rarely displayed any concern with human 
rights, and in particular about the desaparecidos. Indeed, during 
Duhalde's presidency there was a lot of violence against human 
rights activists and anyone who demanded information about the 
missing people; one instance was the attempt on the life of Estela de 
Carlotto, president of Abuelas de Plaza de Mayo. This event took 
place only hours after a document was delivered to the Supreme 
Court of Justice of Buenos Aires Province, reporting on state 
terrorism and torture carried out by the army and police. The assas- 
sination attempt was repudiated by most of the political leaders and 
Argentinian society in general. ' 

The narrative line concerning the identity of Tomas and the topic 
of the desparecidos gradually becomes fainter, but it is obvious that 
it will be dealt with again, which it is in the last part of the telenovela. 
The main character’s past is brought to the fore once more with the 
sudden appearance of Dora Robles, his biological grandmother on 
his father's side, who used to be a telenovela scriptwriter in her 
youth. The story does not provide any details about the time and 
effort Dora invests in her search for her lost grandson, in stark 
contrast to the hard work put in by organizations like Madres or 
Abuelas. 

Dora approaches her grandson and after a series of 'fortuitous' 
meetings she reveals to him the details of his real identity. She invites 
Tomas for an afternoon snack in a well-known tea house and tells 
him that when he was a child he used to have tea with his grand- 
mother in that very place. The young man begins to suspect that 
Dora is his biological grandmother and asks her outright, to which 
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she replies: “Yes, I am your grandmother, and during all these years 
Ihave come to our Thursday meetings,’ thus identifying herself with 
the Mothers (and subsequently Grandmothers) who every 
Thursday since 30 April 1977 have marched round the Plaza de 
Mayo Pyramid, in front of Government House, wearing white 
headscarves. 

Dora chooses to reveal the truth to her grandson through the 
mechanism of memory, which is why the text mentions the famous 
beginning of Marcel Proust s novel In Search of Lost Time: the story 
begins with the flavour of a madeleine that reminds the protagonist 
of the ones he used to eat when he was a small child. Like Proust, 
Dora shows that the perception of a reality only achieves signifi- 
cance through sensory experience. Involuntary memory, which 
takes us back to moments in the past, is what grants authenticity to 
the facts. The memories which Tomas has repressed and almost 
deleted from his mind awaken and flow after this sensory stimula- 
tion. The choice of this approach illustrates the extra-textual 
relationships in the telenovela, and the connections that the analysed 
text establishes with a vast range of concepts such as historical 
discourse and cultural baggage, as well as the general knowledge 
that provides a wider context, facilitating the comprehension of the 
text in question. 5 

In this particular ‘identity revealing’ scene there is a dialogue 
between the characters’ cultural baggage and the historical 
discourse — recent history. By means of a Proustian literary work the 
scriptwriters are enabled to take up themes such as the memory of 
traumatic events, forgetfulness of these events, and the activation of 
memory. In the case of Tomas, as the events he had consigned to 
oblivion are traumatic, especially for a child, his experiences and 
memories of the past ‘reappear’ like ‘a gap, a void, a silence, or the 
trauma’s traces as they appear in current behaviour’.'* 

Caviglia explains that memory and/or oblivion occupy a central 
position when the memory is related to a traumatic experience of 
repression, as in the case of the Argentinian military dictatorship, 
which engendered a situation of collective suffering. In this case, 
memory works as a cultural mechanism, essential for reinforcing the 
sense of belonging. ' 

Therefore, it is appropriate to think of Central as a television 
text which presages the Kirchner government's decision to reopen 
the Dirty War cases and retry the military men who participated in 
the repression during the dictatorship; it also anticipates the gov- 
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ernment's intense activitv in the human rights field. However, the 
telenovela's approach to the issue of the missing is patchy; it pre- 
sents an oversimplified view of the events, and a past that seems 
devoid of content. “The decision of the scriptwriters to omit the 
intense activity of organizations like Madres and Abuelas, the sud- 
den appearance of the protagonist's grandmother, and the scanty 
information that she provides about his parents, turn the telenov- 
ela into a non-critical text — frozen in time and space.'$ 


A Telenovela Comes out of the Closet 


Central opted for a storyline that merged traditional plots with 
elements bordering on the police-drama genre. From the point of 
view of narrative structure, this telenovela can be considered as a 
continuing series, in which the same characters and locations appear 
in each chapter, while the story develops all the way through the 
serial. However, departing from the classic definition of “telenovela”, 
most of the chapters of Central initiate and construct self-contained 
subplots that are usually resolved before the end of each episode. 
The events that take place in the police setting can easily be identi- 
fied by the viewer. In Central most of the scenes portraying the 
squad”s operations are shown on a screen that is vertically divided 
into two sections; this allows the viewer to see the action from 
different angles. This technique generates a dramatic effect and 
emphasizes the serial's suspense and narrative tension. These strate- 
gies engender a narrative complexity that offers a range of creative 
opportunities and which allows an audience response that is unique 
in television media.” The telenovela opens with the actors’ credits 
and a background of Buenos Aires City plans, as seen on computers 
and police surveillance screens, together with slow-motion scenes 
from the forthcoming episode, all this to the beat of Libertango. The 
aesthetics of the title sequence are reminiscent of the film Changking 
Express (Won Kar-Wai, 1994) in the editing process and the 
colours, as well as the topics raised by the text, such as loneliness in 
major cities and the endless search for love. “The episodes close to 
the tune of different songs, mostly in Spanish, that link up with the 
chapter's main events and the frame of mind of one of the charac- 
ters central to the particular episode.'* Based on an intra-medial 
dimension, the text produces an encounter between the Argentinian 
music industry and the subplot of each instalment. ° 
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This encounter generates added cultural value for Argentinian 
viewers, who have the resources and cultural baggage needed to 
interpret and re-signify the episode plot. 

Central shows a perfect correlation between male and female 
narrative models. The serial's storyline contains typical telenovela 
features such as suspensions and diversions from the main plot by 
means of time and space management to reduce the impact of the 
different events, a disproportionate display of sentiment, and the 
use of secrets as a mechanism to produce a revelation or surprise 
effect. The text also lays emphasis on the dialogues between the 
different characters, mostly sustained in an indoor world: the squad 
changing rooms, their canteen, the protagonists' homes, and so on. 
In this way a wide-ranging gamut of storylines and subplots 
develops, increasing the opportunities for viewer identification, not 
only with the characters but also with the situations they go through 
in their daily lives. Simultaneously, these dialogues provide infor- 
mation on a particular event from different viewpoints, thus 
producing an omniscient viewer who knows the life story of the 
characters in detail. Among the subplots presented by Central, one 
becomes particularly relevant, functioning as a semi-capsular 
subplot: the lesbian love affair between Marisa and Silvina, two 
members of the squad. 

The telenovela deals with the representation of the sexual Other, 
thus expressing the reformulation of plural identities as they have 
been perceived and examined in present-day Argentina. Marisa is 
a policewoman who has come out of the closet outside her working 
environment. Silvina, who is heterosexual, offers to share her flat 
with Marisa, and the two women become friends as well as room- 
mates, although Marisa secretly falls in love with Silvina. 

The representation of lesbian relationships in Latin American 
telenovelas is a relatively new media experience that reached the 
screens at the beginning of the year 2000. They are not usually main 
characters, and the storylines emphasise the obstacles the couple 
have to deal with in order to embark on their relationship in the face 
of the denial and resistance of family and close friends. According 
to Grayola, lesbian characters in telenovelas do not form a family, 
nor do they wish to have children: they portray them as protecting 
individual interests rather than defending collective issues, without 
questioning class or racial prejudices.?° 

This is how the character of Marisa, in spite of working in a 
mostly male field and wearing trousers, avoids the lipstick lesbian 
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image, but is far from representing a butch dvke lesbian (a strapping, 
burly woman, the hyperbole of masculinity). Unlike what takes 
place in other telenovelas, Marisa and Silvina make their love come 
true, an option that goes against the conventions of the genre: even 
when a telenovela presents a lesbian love affair, 1t normally 
continues to enhance Christian values and fundamental Marian or 
maternal virtues: charity, self-denial, abnegation and sacrifice. The 
fact that Silvina is heterosexual points to an interesting choice on 
the part of the producers; they are granting visibility to the implica- 
tion of queer practice. Silvina is a heterosexual woman who falls in 
love with a homosexual woman; this reflects a transgression against 
instituted heterosexuality, which curbs the desire to escape from the 
accepted conventions. According to Butler, gender is performative, 
as 1t is the result of a system that establishes gender differences in a 
coactive manner. Thus, the two policewomen's love story queries 
the heterosexual-homosexual dichotomy and subverts the way in 
which these dichotomic identities are presented as natural. After 
much self-questioning and inner struggle, Silvina decides to begin 
a relationship with Marisa. The young woman's feelings do not arise 
spontaneously; they develop little by little and impose themselves 
on her attempts to suppress her attraction for Marisa. So almost by 
chance, in a scene that was unusual in the television of the time, the 
women bring their love to fruition, as a natural, healthy step and not 
as a sickly, destructive obsession.?! 


Costumbrismo, and a Gallery of Characters 


Central is a telenovela with distinct costumbrista overtones, dealing 
with local manners and mores. It includes strong doses of emotional 
realism as soap operas do, and adopts a realistic style that takes polit- 
ical subjects into account. This type of telenovela, developed by 
Brazilian television and particularly the Globo network, creates a 
realistic world, or a fiction without fantasy.?? These combined 
features create a hybridization strategy, which generates a unique 
text formed by various layers of meaning. The first layer operates 
in the costumbrista style, and the second incorporates elements of 
realism. The third level establishes an interchange with certain 
aspects of reality that are reinterpreted and resignified by the tele- 
vision text, as in the case of the representation of lesbian identities 
and the appropriation of infants during the military dictatorship, a 
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subject only partially dealt with as it is spread out across all the 
episodes. 

In Brazilian telenovelas the blurring of boundaries between 
fiction and realitv becomes a central feature in constructing the idea 
of a nation. In this way, television melodramas are presented as a 
mass text that reflects and constructs national identity. Central 
makes fiction a mirror of reality and incorporates current events by 
combining them with the narrative conventions of the telenovela 
genre. This way fantasy and realism become components of a text 
that contributes to the building of an updated national identity. ?* 

Many of the topics dealt with by Argentinian telenovelas origi- 
nate in costumbrista theatre. For example the characters are 
inhabitants of the city of Buenos Aires, frequently European immi- 
grants or internal migrants, who make up the neighbourhood types; 
others are relatives and friends of the main characters, all cast in the 
mould of idiosyncratic theatre characters. Central retrieves this 
tradition and presents a varied gallery of minor characters that 
enrich the narrative. This is exemplified in the case of Gaby, a young 
policewoman who lives in a working-class neighbourhood. The 
police force offers her a chance for social mobility. Her manner of 
speaking gives away her humble origins; she is a working-class girl 
who does not always know the right words. Fausto, the squad 
deputy chief, is an inveterate bachelor who lives with his mother in 
a Buenos Aires neighbourhood. He is a policeman who yearns to be 
an actor, and he and his mother work as television extras. These 
characters could be interpreted as a kind of homage to television 
circles, especially to actors and actresses of the past: the walls of his 
house are embellished with photos of famous comedians, easily 
identifiable to Argentinian viewers. 

Another supporting character that enriches the plot is Diente 
Aguirre (Aguirre the Tooth). He is one of the squad officers, and 
Laura’s good friend and confidant. The character is an allusion to 
the internal migration flows from the provinces to Buenos Aires, the 
great metropolis. The role is played by comedian Daniel Aráoz, who 
was born in the province of Córdoba. He speaks with a Cordobés 
accent, a distinctive inflection easily recognised anywhere in the 
country. This accent is the object of constant humorous references, 
self-referential or not, in typical Argentinian jokes and wisecracks. 

There is a constant identifiable interplay between the impulse to 
escape the daily problems of characters and viewers by resorting to 
melodramatic twists, and the impulse to imitate everyday life. In 
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other words, it is the combination and tension between genres such 
as melodrama or romance with the kitchen sink tradition of social 
realism, as in British cinema and television.” The combination of 
the two generates a hybridization strategy that makes it possible to 
deal with sensitive issues such as the involvement of members of the 
Argentinian police force in the military dictatorship, as well as 
corruption in the political system, and social topics like gender 
issues and lesbian love. The result is that the telenovela, a mass 
media fiction, examines subjects that have not yet been addressed 
or assessed by public opinion at large or by the communications 
media of the time. (This was certainly the case in 2002.) It is 
remarkable that the issue of the desaparecidos, as well as the matter 
of gender identity, were dealt with several years later by official poli- 
cies and laws fostered by the governments of Néstor and Cristina 
Kirchner. 


Padre Coraje: A Peculiar Reading of the Historical Past 


Padre Coraje (Brave Father John) was broadcast by Canal 13 from 
March to December 2004. The telenovela was co-produced by 
Polka,” an independent production company, and the Argentinian- 
Israeli impresario Yair Dori, and was aired on the 10 p.m. prime- 
time slot. ?” The story is set in Argentina in the fifties, in an imaginary 
small town in the province of Buenos Aires. It tells the tale of three 
young men, rural bandits who rob the rich to help the poor. 3 The 
three friends arrive in the village of La Cruz to clear the name of 
Coraje, the leader of the band, who has been accused of a crime he 
did not commit -the murder of Alejandro Guerrico, one of the 
town's most valued and influential residents. Before reaching their 
destination, they encounter a gang of criminals who attacked Father 
John on his way to La Cruz to take up the position of parish priest. 
The badly wounded cleric dies in the arms of Coraje, and he and 
his companions decide that he, Coraje, should assume the identity 
of the young priest, a useful pretext that will allow him to arrive in 
town without awaking suspicion. The three youths arrive in La Cruz 
on a rainy night, and the telenovela's protagonists meet for the first 
time. Clara, the late Guerrico’s eldest daughter, is sitting in the rain 
in the town square, weeping for her father. The young woman lives 
with her disabled sister Ana — who also falls in love with Coraje — 
and her mother Elisa, who runs the hotel. Elisa is the true love of 


32 


aharoni 2 - index = 11/06/2015 15:37 Page 83 


-6- 


IDENTITV AND MEMORV 


Costa, the town mavor and leader of a Masonic sect; he is a sinister 
character, who eventually loses his mind. Unknowingly, Coraje has 
arrived in the town where he was born, and where his mother, 
Amanda Jauregui, an influential, wealthy woman, lives in a magnif- 
¡cent mansion with her adopted son, Pipo. Despite being a member 
of the local elite, Amanda has a close relationship with the Peronist 
government. Therefore, we may infer that the text is not only set in 
the fifties, but also recreates specific historical moments and figures. 
Simultaneously, the telenovela borrows and recombines features 
from various television and cinema genres, such as adventure serials 
and some elements of westerns, mixed with touches of fantasy and 
supernatural events. 7? 


The First Year of the K Government, or the Quest for a Style 


Padre Coraje was aired during President Néstor Kirchner's first year 
as president. Although the telenovela does not explicitly refer to the 
Argentinian socio-political reality of the time, there is a similarity 
between the two historical moments: the early fifties — the golden 
years of Peronism — and the first stage of the Kirchnerista govern- 
ment, which to some extent adopted Juan Domingo Peron's 
rhetoric. * Kirchner increased the presence of national and popular 
symbols. "The symbolic coordinates that guided the president came 
from the national-popular constellation and originated in the history 
of Peronism itself. ?! Gratuis holds that the populism of the Kirchner 
government changed from an authoritarian revolutionary project 
(Juan Peron's Peronism), into a political tradition within a mainly 
democratic frame. Kirchner represented a left-wing Peronism, and 
a return to the economic concepts of national Peronism.*? The 
Kirchneristas took up a critical stand against neoliberalism, an atti- 
tude that coincided with the emergence of a new Latin American 
hub, visible in left-of-centre leaders like Lula Da Silva in Brazil and 
Hugo Chavez in Venezuela, among others. $ 

The new government's foreign policy reinforced links with many 
South American nations but moved away from the influence of the 
United States, which Carlos Menem's prior government had been 
happy to accept. Kirchner juggled various political styles and world 
visions in a masterly manner: populism, national orthodoxy, and the 
fostering of economic development in the context of an open and 
liberal economy. Populism was evident in the adoption of charac- 
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teristics that were typical of traditional Peronism, for example 
responding to the short-term needs of the poor. 

Orthodox nationalism is apparent in the president's inflexible 
negotiations with international bodies despite the risk of breaking 
with them, while on the domestic front he promoted a more 
orthodox approach to monetary and tax matters. He also negotiated 
with local investors and foreign organizations with the object of 
developing the economy.** Last but not least, it was the policy of 
Kirchner's government to strongly condemn the human rights 
violations perpetrated by the military dictatorship (1976-1983). In 
this way, the Theory of the two demons,” endorsed by previous 
governments, was rejected, and memory policies upheld.** 

Padre Coraje is set in Peron's second term of office 
(1952-1955), and employs intertextuality as an instrument to 
reconstruct segments of historical memory.*’ The intertextual rela- 
tionship is generated by the telenovela's central theme: the 
forbidden relationship of a priest and a young society woman, a 
situation highly reminiscent of the film Camila (María Luisa 
Bemberg, 1984). The film, based on a real-life event that took 
place during the government of Juan Manuel de Rosas 
(1820-1852), operates as a hypotext for Padre Coraje, and is a 
hypertext that refers directly to the film. The two heroines, 
Camila, in the film, and Clara in the television serial, defy a taboo 
subject — celibacy for priests — by falling in love with forbidden” 
men. In this way the television text alludes to the conflictual rela- 
tionship between the Peronist government and the Roman 
Catholic Church.* Not only the Peronists (1946-1955), but pre- 
viously the Radical governments (1916-1930), attempted to curb 
the influence of the Church as a social institution. The opposite 
was true of the military governments, who emphasised the 
Church's presence and importance. Mallimachi explains that dur- 
ing the thirties the crisis in the liberal state generated a Church 
attempt to link up the national and Catholic identities, thus creat- 
ing an imaginary construct: Catholic ‘Argentinity’. $ 

The relationship between Perón and the Church was always 
controversial and unpredictable; the Church was one of the institu- 
tions — together with the trade unions and the army — that supported 
him at the beginning. The “third position”, opposing capitalist indi- 
vidualism and communist collectivism, brought Peronism and the 
Church together, as the latter hoped to lead the rebirth of 
Catholicism in Latin America. Y 
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The first indications of a crisis between Peronism and the Church 
emerged in the educational sphere. In 1943, by decree, the military 
government imposed a law enforcing the teaching of the Catholic 
religion in schools. Even though the decree became a law, the 
Church was aware of the limits to religious education, particularly 
in the face of the Argentinian educational system's secular tradi- 
tions, and above all because of the government policy that, starting 
in 1950, laid emphasis on the Peronist politicization of education. 
This secular trend was evident in the school curriculum, in cere- 
monies and celebrations, and also in fulsome speeches directed at 
the president and his wife, Eva Duarte de Perón.*! 

The incorporation of women into political life with the sanction 
of the Women's Suffrage Bill in 1947, and the conseguent creation 
of the Women's Peronist Party, generated uneasiness in ecclesias- 
tical circles. The Church expressed concern about the 
encroachment of the state in areas considered essential for the plans 
and ideas to catholicize societv: the familv and social services, 
among others. l 

From 1950 onward the conflicts escalated, reaching boiling point 
in 1954. According to Bianchi, the Peronist intention of sacralizing 
partv demonstrations and becoming a political religion — especiallv 
after the death of Eva Perón in 1952 — transformed it into a 
contender for the role of religion for Argentinian societv. The 
rupture came about in 1954-1955, after the intensification of the 
rivalrv between Church and State for the control of the mechanisms 
of social reproduction.*? From that moment on the Church became 
a centre of opposition to Peronism, and fundamentalist Catholic 
sectors supported the militarv coup in September 1955. 

Fiftv vears later, Kirchner's government abandons Menem and 
De la Rua's automatic alignment with the Church (1989-2001), 
and develops its own policies for interacting with the episcopate. 
Among the issues that created tension between the government and 
Church authorities were the public disagreements on social policies 
after the bishops' decision to obstruct the distribution of free contra- 
ceptives to those receiving social assistance and the Church 
hierarchy’s silence after President Kirchner's decree creating the 
Museum of Memory, on 24 March 2004. The most difficult 
moment was when the president dismissed army bishop Antonio 
Basseotto from his position after he suggested that the Minister of 
Health, Ginés Gonzalez Garcia, be 'thrown into the sea with a rock 
tied around his neck’. 
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Padre Coraje is set in 1952, the year Evita died. The telenovela’s 
epic tone is produced by the intertextual links created by (and in) 
the text itself. They are evident in the scenery, costumes, artwork, 
and in other details like cars, customs and style of speech, all of 
which help to situate the text, and the viewers, on a time line. Extra 
textual links connect the telenovela text with external historical 
events. This approach generated interest in the Argentinian press, 
both in print and online; reviewers often referred to the fact that the 
story was set in the year of Eva Perón's death. ** 

The telenovelas first chapter begins with a long shot of a dirt 
road leading to La Cruz. The real Father Juan is on his way there, 
in a Ford Model T driven by a resident of Pozo de las Almas, a 
nearby village. They are attacked by a band of criminals who know 
that Father Juan is carrying a valuable chalice, a gift from the 
diocesan bishop to the mayor of La Cruz, Manuel Costa. 

Coraje and his friends, Santo and Mecha, try to thwart the violent 
robbery, but are unable to save Father John, who is killed by the 
attackers. These scenes, from the very beginning of the serial, estab- 
lish the centrality of religion and Catholic icons in the plot. On the 
other hand, the love of the two main characters, Clara and Coraje, 
is presented as a forbidden love, as it goes against celibacy; such love 
is a sin that deserves condemnation and punishment from Church 
and Society. Another important scene is the first meeting of the 
protagonists; it is the background for the telenovela’s title sequence. 
As described above, Coraje sees Clara sitting on an enormous cross, 
crying because of the death of her father, Alejandro Guerrico. The 
play of light and shadow is reminiscent of film notr, and symbolises 
the complexity and psychologism of the characters. In time, both 
characters and viewers will discover that Coraje is Amanda's lost 
son, who was chosen by the members of the sect to save humanity 
from itself (an innovative version of Jesus of Nazareth). Coraje, who 
was separated from his mother at birth by members of the sect, grew 
up in a Catholic orphanage; his real name, Gabriel Jauregui, was 
changed at baptism to Peregrino Expósito (Pilgrim Foundling). It 
becomes evident that all the names and circumstances related to the 
protagonist's life are directly or indirectly linked to the Catholic 
Church.* 

Clara, the female lead, is shown as an unconventional young 
woman, if one bears in mind the period in which the story takes 
place. She rebels, refuses to accept the patriarchal decrees and 
conventions, and simultaneously falls in love with the bandit 
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Coraje and the priest Juan (unaware that they are both the same 
person). 

The following scene portrays the various characters or causal 
agents. It shows the first mass celebrated by Coraje in his role as 
Father John; and provides the opportunity for the viewers to “meet” 
the telenovela's characters. The camera accompanies Coraje as he 
enters the church, with a panning shot that begins in the church 
choir and pauses on Nora, the daughter of Froilán Ponce, the town 
doctor and Costa's right-hand-man. It continues with Ana 
Guerrico, Clara's disabled sister, who also falls in love with Coraje 
and becomes the female protagonist's arch-enemy, despite family 
ties. Next, the camera presents Coraje and the viewers to the rest of 
the residents of La Cruz, who are fundamental to the diegetic text: 
Amanda Jauregui; Manuel Costa; Ponce; Marcia — the Guerrico’s 
housekeeper and Ana's accomplice; Horacio Costa, Manuel's son 
and Clara's fiancé; Elsa, Guerrico's widow. After the mass has 
begun, a group of women enter the church: they are prostitutes who 
work in the local brothel, led by Messina, the owner. Coraje invites 
them to join the congregation, to the incredulity of the parishioners, 
among them the most distinguished public figures in town. 
Towards the end of the mass, Coraje gives communion to the 
faithful, Clara among them; this is the moment when their gaze 
meets for the second time. 

The relationship between audiovisual productions and history 
was researched in depth by Marc Ferro, who argued that films can 
be analysed as a source and an agent of history, and as an educa- 
tional resource for the teaching of history. It is an auxiliary source 
inasmuch as it is considered that through the historical interpreta- 
tion of films — whether documentaries, newsreels or fictional movies 
— it is possible to carry out a counter analysis of the society that 
produces them.“ Pierre Sorlin considers that films are testimonials 
and at the same time witnesses of history, and are thus important as 
aids for historical research.” Robert Rosenstone considers histor- 
ical films as another way of representing, interpreting and reflecting 
on history, and believes that like history itself they operate within 
certain pre-established limits. Cinema, by its use of sound, image 
and the editing process, puts forward different versions of the facts 
and can generate a diversity of inferences. $ 

Padre Coraje offers an imaginary interpretation of events that 
took place in Argentina in the fifties. However, the telenovela recre- 
ates in detail real personages that are incorporated into the storyline, 
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such as the boxer Gatica, Evita, Juan Perón and even the mythical 
Ernesto Che Guevara. These historical figures reinforce the inter- 
textual relationship between the fictional universe and historv itself, 
Which becomes explicit rather than veiled. The telenovela provides 
a new reading of certain events of the past, relevant to current 
viewers, in the unending process of reproduction and reconstruc- 
tion of historical memorv. $ 

Like manv other literarv and television texts, Padre Coraje pre- 
sents a mosaic of quotes and intertextual relationships that clearly 
show the dialogic character of current telenovelas. Thus, the text 
may be considered as a palimpsest that allows the viewer to see 
traces of previous discourses and icons which have not been totally 
erased from collective memory, and therefore coexist and sustain 
a dynamic dialogue with the new text (recent history). 
Furthermore, Padre Coraje goes one step further, as it is possible 
to identify traces of the telenovela genre per se, expressed in its 
melodramatic style, and combined with features of historical nov- 
els and elements typical of fantastic literature. It is the viewer who 
must discover, beneath the surface, the different levels of meaning, 
as well as the dialogic relationship between the new text and older 
texts. 5° 

This narrative convention, which contributes to the hybridiza- 
tion of the plot, transforms the palimpsest into a hybridization 
strategy that derives from it. In Padre Coraje, this strategy operates 
in the opposite direction: the historical and social events the telen- 
ovela deals with function as signals linked to recent history. In other 
words, there are events, positions and policies that characterized 
Kirchner's government, particularly his relationship with the 
Church as an institution. The text draws a parallel between 
Kirchner’s government and Peron’s second term of office. During 
his first two years in office, Kirchner carried out an “active presi- 
dency’ by distancing himself from Church hierarchy without losing 
contact with Catholic religious groups. “The telenovela refers both 
explicitly and in a veiled manner to the uneasy relationships of both 
Perón and Kirchner's governments with the Church. The fact that 
Coraje is a bogus priest who carries out his ecclesiastical work with 
great success, casts doubt on the performance of real priests and 
their relationship with their flock. Moreover, Coraje is a rebel who, 
in his priestly role, not only defies hegemonic powers but is capable 
of listening to each of the town's inhabitants and understanding 
their reality and their suffering. 
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The text is enriched by the elements of fantasy in the telenovela, 
among them Coraje's supernatural powers. This facet expresses a 
critical position towards the Church, particularly for its lack of 
involvement during the dictatorship and in the economic crisis of 
2001; it is also critical of the town's corrupt political leaders. 

The incorporation of touches of fantasy has become a trend in 
the Latin American television industry, with the aim of enriching 
and diversifying the plots so as to increase the chances of the 
programme being sold on global markets. There is an encounter 
between narrative forms that do not distinguish between reality and 
unreality.5! For Filer the use of diverse forms of unrealitv in litera- 
ture increases the possibility of reworking topics related to 
individual and collective experiences during the Years of Lead in 
Argentina. This generic conjunction creates a hybridization 
strategy, a space in which the text dialogues with recent historical 
memory: dictatorship, the position of the Church and its relation- 
ship with military authorities, and also with more remote events, 
such as those that took place during Perón's second term of office. 
The choice of a protagonist who is a priest able to perform mira- 
cles, represented as an ordinary man, sensitive to the suffering of his 
parishioners, is an oblique way of criticising the attitude of many 
ecclesiastic sectors during the military dictatorship. It also highlights 
the aloofness ofthe Church during the Peronist governments, which 
echoed the needs of the deprived. $ 

The meeting between President Perón and Coraje brings to the 
fore the dichotomy that engulfed the nation in the context of the 
day. Perón unexpectedly arrives in La Cruz, having heard of “Father 
John’s’ supernatural powers, and begs him to save the dying Evita.“ 
Perón says, “You are face to face with a simple, desperate man. Save 
her and treat me as if I were not the president. Save the woman I 
love, do it for the good of the country; do it for all Argentina.” 
During his visit Perón drinks mate with Coraje and his sexton while 
he chats casually with his hosts, expressing his concern for the 
underprivileged and promising financial support for the people of 
La Cruz. The telenovela thus provides a bland, misty-eyed inter- 
pretation of past events and glorifies the figure of Perón, in a 
historical moment in which Kirchner's young government is 
attempting to consolidate its identity in economic, political and 
social fields, by making use of techniques and rhetorical devices 
used by Perón during his first presidency. 

The intertextual link between the analyzed texts not only makes 
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it possible to rewrite chapters of Argentinian historv, but also helps 
to re-examine topics connected with the collective memory of the 
Argentinian public.** Memory is an essential factor when it comes 
to articulating the relationship between time, space, and collective 
identity. “Television is now considered an agent of history and 
memory, because it preserves and epitomises a variety of occasions 
and events. This quality is present not only in news programmes 
and documentaries; it can also be found in dramatic texts which 
incorporate historical events, and in their resulting interpretation 
and rereading. In this sense, the telenovela, one of the most popular 
media genres, and closely identified with the Latin American tele- 
vision industry, plays an important role in the rereading and 
interpretation of the history of the recent past, and consequently in 
the construction of historical memory. 

According to Pierre Nora, the feux de memoir’ are places where 
memory is stimulated, a kind of memory workshop in which a 
certain vision of the past is constructed.** In society, the ‘place of 
memory” is basically one in which historical truth is fabricated and 
the past is mythicized and turned into legend. “These places may be 
tangible, like museums, monuments and street names, butthey may 
also be colours, sounds, and real or invented personages. They all 
help to remember and evoke, thus constructing official versions of 
history. In this sense, the text under consideration, a telenovela 
produced by private television companies, transmits versions and 
interpretations that are in line with the official view of history and 
reality, resignifying it according to the conventions of the genre and 
the historical moment in which it was produced. Simultaneously, 
since they are created in the form of a palimpsest, they seem to indi- 
cate a logic of memory, in which there is no single plausible form 
but different versions of historical events recreated in various 
different manners. Thus, intertextuality becomes the instrument 
that enables this dialogue between categories such as past and 
present, history and fiction. 


Montecristo: The Elastic Boundary between 
Fiction and Reality 


Montecristo was the first Argentinian telenovela to focus its entire 
plot on the subject of the ‘desaparecidos’. The project received 
invaluable assistance from the Grandmothers of Plaza de Mayo 
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(Abuelas), who advised the cast and gave the screenwriters their 
unstinted collaboration.?” 

The events that took place during the military dictatorship, and 
the issue of the desaparecidos in particular, were depicted by the 
Argentinian cinematographic industry. The movies filmed during 
the first years of democracy deal mostly with the experiences of 
those who were persecuted or tortured by the military. The cine- 
matographic memory of dictatorship gradually changed from 
representing the generalized oppression of Argentinian society to 
dealing with the issue of forced disappearances. The depiction of 
abductions, torture and murders focused mostly on the sufferings 
of militants, specifically those who fought for their beliefs, so the 
emergence of films justifying the actions of political insurgents 
comes as no surprise.”? 

However, Montecristo not only deals with the subject of missing 
persons; the narrative takes up the issue of the babies born in 
captivity and the children of desaparecidos who were brought up by 
their abductors or by persons with contacts in the armed forces. The 
plot highlights the social commitment and political militancy of the 
desaparecidos, linking it with the telenovela characters, and takes a 
critical stand against the all too frequent presence and influence of 
agents that had been involved in the military dictatorship, even 
during and after the democratic transition. “The telenovela debates 
the well-known theory of the two demons, and refutes it by showing 
that state repression by the military regime was a mechanism that 
operated incessantly during the “Years of Lead”, and continued to 
function surreptitiously even after the return of democracy.5? 


Social Telenovelas 


Montecristo was broadcast in Argentina from March to November 
2006, in the 10 p.m. prime slot, with target audience percentages 
that reached 27.4% of the adult population. The serial is along the 
lines of a sub-genre known as Social Merchandizing. This type of 
telenovela was first developed during the seventies by Mexican 
producer and screenwriter Miguel Sabido, who applied the concept 
of using mass media for educational and ‘civilizing’ purposes. There 
was criticism of the concept; many people had misgivings about the 
texts being used to manipulate audiences with the messages they 
conveyed. 
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Montecristo dealt in depth with the subject of the desaparecidos. 
Furthermore, it performed a trulv important mission: during the 
period it was on the air it helped several voung people to recover 
their true identitv. For example, Marcos Suàrez realized who he 
really was when he recognized himself in a baby photo that appeared 
on screen during a scene set in the headquarters of Abuelas. 
Recovered grandchild number 87, Celina, was also identified thanks 
to a Montecristo episode: a member of her adoptive familv saw a 
photo of a baby girl in a scene in which Victoria — the serial’s co- 
protagonist — is searching for her missing sister. The family member 
suspected that the child in the photo might be the same little girl 
who had joined the familv twentv-nine vears earlier. 

The serial is in keeping with the political climate in Argentina in 
2006, and with the consensus achieved by President Kirchner on 
the subject of the disappeared. It was the period in which the trials 
against those charged with the illegal deprivation of freedom were 
reopened. The president openly criticized the decisions taken by the 
governments of Alfonsín and Menem on the subject of the Years of 
Lead. He also flatly rejected the theory of the two demons, stressing 
the fact that the 1976 military uprising had thwarted an innovative, 
emancipating political project. 

Montecristo is a loose adaptation of The Count of Monte Cristo, a 
novel by Alexandre Dumas. As in the original novel, the plot 
hinges on betrayal and vengeance. The telenovela narrative begins 
in 1995. Santiago Diaz Herrera is a newly graduated lawyer, and 
his father, Judge Horacio Diaz Herrera, is active in bringing Dirty 
War criminals to justice. The judge is murdered by Alberto 
Lombardo, an obstetrician who now hides his identity by posing as 
a chef; during the dictatorship he attended births in illegal deten- 
tion centres.** The motive of the murder is Horacio’s dedication to 
unmasking people who had participated in the kidnapping and ille- 
gal adoption of babies born in captivity. The diegetic text begins 
during Menem's second period in office; his administration was 
characterized by growing corruption, impunity and neo-capitalist 
policies, as well as his efforts to expunge the historical memory of 
the years of military dictatorship. The murder of Diaz Heredia 
takes place when his son Santiago is in Morocco for an interna- 
tional fencing championship, accompanied by Marcos Lombardo, 
Alberto’s eldest son and supposedly Santiago’s best friend. 
Morocco becomes the setting for Santiago’s personal tragedy: local 
authorities accuse him of a murder he did not commit and he 
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spends ten years in prison under inhumane conditions.*? In prison 
Santiago meets Ulysses, who becomes his mentor and spiritual 
father. Ulysses leaves him a considerable inheritance that will 
empower him to carry out the revenge they had both planned dur- 
ing the years of imprisonment. Santiago not only wants to wreak 
vengeance on those responsible for his imprisonment but also to 
recover his fiancée Laura, a daughter of desaparecidos brought up 
by Lisandro, a civilian who took part in paramilitary operations 
during the dictatorship. After the presumed death of Santiago, 
Laura and Marcos marry and together raise Matías, Laura's child 
with Santiago. 

Santiago escapes from prison. Seriously wounded, he is helped 
by Victoria, an Argentinian plastic surgeon who lives in Spain and 
is also the daughter of desaparecidos. He has the unconditional 
support of three other characters: León Rocamora, an intelligent 
and quick-witted white-collar criminal; Sarita, the Díaz Heredia 
familv's faithful housekeeper; and the amiable Ramón Ortega. 


Inscape 


Victoria is a pivotal character, and connects the story with the issue 
of forced disappearances. The young woman returns to Argentina 
with Santiago; her purpose is to find her brother, who was taken 
from her parents at birth. However, she eventually discovers that 
her missing sibling is a girl, not a boy. The typical telenovela 
elements intermingle with historical fact, as Victoria, in love with 
Santiago, discovers that Laura is her sister and was appropriated by 
her parents” torturers and murderers. After her arrival in Buenos 
Aires, Victoria visits the headquarters of Abuelas de Plaza de Mayo. 
The use of point-of-view shots gives the impression that the viewer 
goes with her, and together they rediscover the streets of Buenos 
Aires. The camera follows her on her way around Plaza de Mayo, 
a symbolic site par excellence: facing onto the Plaza is the Cabildo, a 
former town hall dating from colonial times, and the Casa Rosada 
(the Pink House), which is the seat of the national government. But 
on this occasion the plaza is associated with the marches and other 
demonstrations held there by Madres and Abuelas even while the 
military were still in power: every Thursday at 3 p.m. they march 
peacefully around the plaza opposite Government House, 
demanding to know the fate of their missing loved ones. 
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The next scene is set in the actual headquarters of the Abuelas, 
which increases the episodes realism. The scene begins with an 
extreme close-up of Victoria's hand turning the handle of the main 
door. This take symbolizes the opening of a new chapter in the life 
of the young woman, who will leave no stone unturned in her efforts 
to recover her missing sister. While she is waiting to see the associ- 
ation member of staff, Victoria's eyes (and the viewer's) scan the 
posters hanging on the walls. They are real photos of children and 
grandchildren who disappeared or were taken away from their fami- 
lies: a true collage of portraits and truncated life stories. Her eyes 
settle on the picture of a young man, and the viewer realizes he is 
her dead father. A few minutes later, Victoria is in conversation with 
Amparo, whom she knows from previous visits, and receives the 
news that nothing has been discovered yet about her sister’s where- 
abouts. “Pm ready to carry on with the search,” says Victoria, and 
Amparo exclaims simultaneously, “The fight goes on’ — a synthesis 
of commitment and political struggle. 

Unlike Central, in Montecristo the subject of the desaparecidos 
underlies most of the episodes to a greater or lesser extent. The trial 
against Alberto Lombardo and Lisandro, accused of kidnapping 
and appropriating Laura, is an example of how Montecristo refers 
not only to the events during the Years of Lead but also to the 
reopening of the cases against the juntas. This scene reproduces the 
conventions of television courtroom drama. In the courtroom scene, 
Victoria and María Solano — who was incarcerated with Victoria's 
parents — reconstruct dramatic moments that live on in Argentinian 
historical memory. Both women, as a consequence of their experi- 
ences and painful personal lives, vividly remember political events 
that are part of the country’s history. In her testimony, Victoria 
relives her parents’ kidnapping. The camera focuses on her pain- 
filled face. She talks about the wardrobe where her parents hid her 
from the juntas abductors; she stayed there for several hours until 
her grandmother rescued her. The text resignifies the commands 
and insults of the police officers who came to seize her parents. 

Victoria remembers: “We heard shouts and banging on the door. 
My mother told me to stay in the wardrobe. I hugged her hard and 
she told me not to make a sound. A few minutes later, I heard 
banging and shouting, and the policemen's insults, especially 
against my mother...” 

Pointing at Lisandro, the unmoved defence counsel coldly asks 
Victoria: “Was it this gentleman's voice that you heard?” 
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‘No,’ Victoria replies, ‘I don’t remember anything else after my 
mother shut me into the wardrobe.” 

María Solano, who saw Victoria's mother a few minutes before 
she gave birth, testifies next. Her statements expose the complex 
and perverse relationship the repressors established with their 
victims; as often happened María became the mistress of a high- 
ranking officer. In exchange, he allowed her to leave the detention 
centre to visit her small son, Federico. The defence counsel asks 
María if Lisandro, who used to drive her to her rendezvous with the 
officer, had ever abused her or ill-treated her. Once again, the 
answer is ‘no’. 

Victoria and Maria’s statements, combined with their silences 
and contained tears, open an inscape that operates as an ‘inner 
window’ and allows us to contemplate the experiences suffered by 
those who were persecuted, kidnapped and tortured by the military 
dictatorship. 


Other Voices, Other Spheres 


Even though the plot of Montecristo revolves around a male char- 
acter, Santiago, with his thirst for vengeance and justice, the female 
characters have extremely important roles. Their centrality in the 
narrative is consistent with the passionate work carried out by 
Madres and Abuelas, and their devoted efforts to find their loved 
ones. With this in mind, I propose to focus analysis on Victoria, as 
well as Sarita (the Diaz Heredia’s loyal housekeeper), Leticia 
(Alberto Lombardo’s ex-wife), Laura and Elena (Laura’s adoptive 
mother). Laura and Leticia represent female fragility. Their behav- 
iour and temperament suggests they have a complex, 
psychologically unsteady personality. As the plot plays out, the two 
women recover their emotional steadiness and begin to understand 
the reasons for their instability. Laura comes face to face with the 
identity that was misappropriated from her at birth, and disentan- 
gles the true story of her adoption; Leticia confronts the Church 
when she falls in love with Father Pedro, who gives up the cloth to 
marry her. Sarita and Victoria are the strong women in the story, 
always ready to face anything in order to discover the truth. Sarita 
will protect Santiago to the bitter end, as she did with his father. 
Victoria, who is in love with Santiago, gives him up when she real- 
izes that Laura is her biological sister, and helps her to recover her 
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true identity. The character of Lisandro's wife Elena serves as a 
mirror, reflecting the behaviour of many Argentinian citizens who 
asked no questions and never queried the official story spread by the 
military regime. By means of the characters” individual narratives, 
the screenwriters also deal with the subject of domestic abuse, both 
physical and psychological, and supply information about organi- 
zations that help victims of abuse. In this sense, the plot does not 
freeze' the repressors' misconduct into an established time and 
space (the Years of Lead); it portrays their behaviour as an indivis- 
ible part of a dark, perverse personality. 

The female protagonists not only convey the voices of women as 
‘Others’ who are abused solely for their female condition; they also 
articulate the voices of the ‘Others’ who are persecuted, humiliated 
and tortured because of their condition as “enemies”, a supposed 
force of evil that threatens the status quo. 

The screenwriters’ decision to centre the issue of identity and its 
recovery on the female characters (Laura and Victoria) is in line with 
one of the most frequent conventional approaches to the telenovela 
genre, but it also opens the door to a more profound consideration 
of the subject of the disappeared, in addition to an analysis of 
women’s status in contemporary Argentinian society.** 

The storyline of Montecristo helps to understand events in recent 
history and analyze processes linked to the concept of identity as a 
fragmented, fractured entity, constructed in various ways by means 
of different discourses, practices and perceptions, which are often 
antagonistic. When constructing identities within the discourse 
and not outside it, one should bear in mind those produced in 
specific historical and institutional spheres, within certain discursive 
practices and formations. In Montecristo the identities of the 
women/victims are constructed through their relationship with the 
Other, with what they are not (men/repressors), and with their 
'constitutive outside”. The voices/testimonies of these women inter- 
pret the historical facts in a singular manner, and bestow audibilitv 
on the voices of alternative groups, or subaltern groups that are 
socially, politicallv and geographically outside the hegemonic power 
structure. 

Victoria and Laura's visit to their parents” home reunites them 
with their past. The sisters arrive at a house in a middle-class neigh- 
bourhood. Victoria, in the role of guide, recalls the jasmine that used 
to cover the front of the building but, like the past, it no longer exists. 
When they enter the house, Victoria describes the living room as 
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their parents had decorated it. In that verv instant the viewers, 
together with Victoria, hear a cacophonv of voices, and a child 
shouting 'Mama'l Extradiegetic sounds lav emphasis on the shock 
of the kidnapping, a trauma that will mark Victoria for the rest of 
her life. “Then Victoria describes each of the objects that decorated 
the room; they remind her of her mother, her handiwork and her 
tastes. The sisters go into Victoria's former bedroom and identify 
the wardrobe in which the child Victoria hid from the kidnappers. 
Sobbing, Victoria asks, Why did this have to happen to us?’ A ques- 
tion that over thirty years later still has no answer. The scenes filmed 
in the Saenz family house not only add feeling to the plot but also 
illustrate the magnitude of the tragedies that took place during the 
Years of Lead. 

On recovering her true identity, Laura begins to reconstruct her 
past and her origin. She goes through a complex, convoluted 
process that eventually enables her to define and explain her iden- 
tity. As the daughter of desaparecidos, her present and her past are 
the product of specific historical processes and a variety of discourse 
strategies. In her case, it is the discourse of the children of missing 
parents, who towards the end of the nineties and the beginning of 
the new millennium become organized and begin to work with 
Madres and Abuelas to recover their identity. It is a discourse that 
penetrates the social fabric and one that has been legitimized by the 
Kirchner government. 

Both the telenovelas examined in this chapter were produced 
during the transnational phase, when the industry was looking 
towards international markets. The hybridization of the plots 
demonstrates the efforts made by the domestic television industry 
to produce varied polysemic texts. 

However, both Central and Montecristo tell stories that are unmis- 
takably associated with Argentinian history. The intense 
hybridization and mixture of genres in these texts create a form of 
dialogue with the official views and policies, a tendency that is 
clearly observed in Montecristo. This dialogue becomes confusing 
and difficult to follow in Central, as the serial makes no reference 
whatsoever to the 2001 economic crisis. However, the telenovela 
deals with complex, sensitive subjects such as the issue of the desa- 
parecidos, as well as the corruption and lack of morals in the political 
class and the unrestrained presence in society of individuals who are 
still associated with the military junta, even after the democratic 
transition. 
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The success of Montecristo, in Argentina and abroad, demon- 
strates the importance of television as one of the agents that 
contributes to the formation of cultural identities. Both Central and 
Montecristo can be perceived as cultural texts that rewrite funda- 
mental chapters of recent Argentinian history and collective 
memory. The latter is an essential ingredient when it comes to 
defining and creating collective notions of time, space and identity, 
which in turn are needed to promote social activities for integration 
and social belonging. 
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The current studv analvzes nine Argentinian telenovelas aired 
between 1989 and 2006, showing how historical, political and social 
events can permeate television texts, sometimes noticeably and at 
other times imperceptibly. The division of the seventeen-year 
period into three stages that coincide with the presidential mandates 
facilitates a detailed textual analysis of the telenovelas produced in 
those years. The telenovelas in the first group were produced at the 
beginning of the nineties, during Carlos Saul Menem's first man- 
date. Menem's approach to the economic crisis in 1989 was 
innovative, and he introduced many economic and social changes. 
One of the most significant economic measures was the 
Convertibility Law, which pegged the value of the Argentinian peso 
to the United States dollar; another was the privatization of public 
services and other state-owned companies. In order to conquer new 
markets in this context, domestic producers went into partnership 
with foreign companies interested in investing in the Argentinian 
telenovela industry. La extraña dama, Más allá del horizonte and 
Antonella were products of these strategies. As hybrid texts, the three 
telenovelas provide a singular interpretation of the historical period 
in which they were produced and broadcast. Antonella presents a 
critical and perfectly decipherable reading of the events that took 
place in Argentina during the nineties. La extraña dama and Más allá 
del horizonte, both period telenovelas, recreate fragments of national 
history which serve as a pretext for the discussion of the events tak- 
ing place in Menem's Argentina. All three serial dramas present a 
critical, almost subversive view of reality; they serve as a resonance 
box for voices that concur with the official position. 

On analyzing the three productions, some of the innovations 
taking place in the Argentinian telenovela industry become 
apparent, for example the first co-productions and the pursuit of 
international markets. These changes were engendered by the trans- 
formations in Argentina's economic system during the Menem 
administration. 


aharoni 2- index = 11/06/2015 15:37 Page 100 


-6- 


EPILOGUE 


The three telenovelas reveal the predilection of Argentinian 
producers for contents directed at international markets. 
Nevertheless, like other Latin American television industries, thev 
continued to take the local public's tastes and preferences into 
account. In some cases the plot was set in an upper-class environ- 
ment and neutral language was used, avoiding local idioms and 
mannerisms. In others, the narrative portraved Argentinian political 
reality, either subtly or explicitly. Also new were the period telen- 
ovelas, mostly co-productions that made use of history as a 
decorative backdrop devoid of content. However, the hybridization 
of the plot allowed the viewer to observe and discuss trends in 
Argentinian society, such as the change from traditional territorial 
identities to postmodern trans-territorial identities. 

The telenovelas in the second group were produced between the 
end of the nineties and the beginning of the new millennium. Alas, 
poder y pasión and Muñeca brava allude to the political climate 
during Menem's second term of office, including aspects such as 
corruption and the shady corporate and financial deals frequent in 
those years. Campeones and Muñeca brava portray the drastic 
impoverishment endured by the middle and working classes. The 
three telenovelas assume a clear critical stance towards the countrv's 
political, social and economic situation. 

Although the plot of Alas focuses on upper middle-class charac- 
ters, their function is to exemplify and criticize the great 
concentration of capital and privatized state assets in the hands of 
powerful economic groups. The allegorical meaning of Alas opens 
the debate on issues linked to the nation’s history and identity, which 
is no longer conceived as singular and homogeneous, but as plural, 
diversified and multiterritorial. 

Muñeca brava and Campeones bestow visibilitv on the vulnerable 
social actors who barely survive in shanty towns and slums: street 
children, rubbish pickers, the homeless, underpaid domestic help, 
hired hands, and other disadvantaged social actors who in time will 
take centre stage, both in the telenovela fiction and reality. These 
characters reflect urgent and growing social demands and the picket 
lines formed by the unemployed, state union workers and the pop- 
ulation of small and medium-sized towns in the interior and on the 
outskirts of conglomerations. In line with this approach, Muñeca 
brava's central themes are batlantas, cumbia and rasquachismo; it is 
the task of the female protagonist to echo other phenomena that 
characterize Argentinian popular culture: popular saints and foot- 
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Campeones is a telenovela of manners, and focuses on the 
evervdav life of the impoverished Argentinian middle class. Bv 
compiling the 'wavs of doing', the telenovela reveals the evervdav 
practices of the 'man/woman on the street', such as re-appropriating 
urban space. Campeones reflects the events taking place “outside” the 
confines of fictitious space, such as protest marches, rallies and 
civilian organizations that have become a part of everyday 
Argentinian reality. 

To win over new viewers, the serial includes episodes aimed at a 
younger public, often on the fringes of society. The television text 
echoes the feeling of despair and alienation felt in a wide range of 
sectors. In these telenovelas the plots are more hybridized. To some 
extent they incorporate themes that are more frequent in other tele- 
vision genres, suggesting a certain detachment from typical 
telenovelas in response to the industrv's need for polysemic prod- 
ucts that can be decoded by local and international public. 

The telenovelas in the third and last group comprise three texts 
produced during the mandate of Néstor Kirchner, a period of 
intense activity in the human rights field. 

The discourse in Central, Padre Coraje and Montecristo is in line 
with the government's cosmovision and attitude towards certain 
difficult subjects. This alignment is more noticeable in Montecristo, 
which deals with contentious issues such as human rights and the 
disappearances during the Dirty War — vital items on Kirchner's 
political agenda. Central just touched on the issue, but established a 
precedent because it was the first telenovela to deal explicitly with 
the illegal appropriation of babies born in detention centres. It also 
issued a veiled criticism of the existence of people connected with 
the previous dictatorship but who were now connected in some way 
to the current democratic government, a situation that changed 
radically during Kirchner's presidency. 

Padre Coraje is a text that recreates the historical past while incor- 
porating fantastic elements. It provides a starting point for the 
discussion of the relationship between the Kirchner government 
and the authorities of the Argentinian Church. The text draws a 
parallel between the governments of Perón and Kirchner. The latter 
not only adopted national-populist economic policies, but also 
employed rhetoric linked to the recovery of popular national 
symbols, making use of the discursive barrage of historical 
Peronism. 

Montecristo's plot goes further, and focuses its entire storyline on 
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the subject of the Disappeared, while stressing the assistance 
received from the Abuelas de Plaza de Mayo, who gave valuable 
advice to the cast and scriptwriters. Consequently the television text 
played an important social role by dealing with delicate, traumatic 
issues; it also contributed to the formation of cultural identities and 
the consolidation of collective historical memory. 

The three texts weave an intricate pattern with the historical past 
and present, and with specifically Argentinian mores and customs. 
At the same time the telenovelas, Montecristo in particular, provide 
a good starting point for the new trends in the telenovela industry, 
such as the sale of television formats to a variety of countries, ready 
for adaptation to the cultural norms and the socio-political reality in 
their respective audiences. 

To conclude, this book explores the way in which popular texts 
such as telenovelas can convey historical Argentinian issues and give 
them a unique meaning, reflecting internal processes of globaliza- 
tion and rationalization. 
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reason for the program's high production costs is evident in the set and 
wardrobe, which recreate the atmosphere of colonial Argentina 
(although Buenos Aires was a less sophisticated city than Cuzco at the 
time). 

Mazziotti points out that the telenovela does not give the precise 
reasons for the confrontation between the region's whites and indige- 
nous people, “in parallel with an inexplicably friendly relationship 
between them”. Mazziotti, La industria de la telenovela, p. 144. 
Mazziotti, La industria de la telenovela, p. 146. 

Catriel’s name alludes to Juan Catriel Durante, an allied cacique (tribal 
chief) who participated in the Conquista del Desierto under the orders 
of Juan Manuel de Rosas. 

Oscar Traversa, “La telenovela mira hacia el pasado,” in Telenovela. 
Ficción popular, comps. Verón y Escudero Chauvel, pp. 67-68. 

John Lynch, Argentine Dictator: Juan Manuel de Rosas 1829-1852 
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(Oxford: Clarendon Press, 1981), pp. 239-241. 

Novaro, Historia de la Argentina, p. 216. 

His unconventional style was dubbed “Pizza and Champagne” by the 
Argentinian press. Many of his public appearances took place on tele- 
vision programmes, in which Menem not only discussed relevant 
political affairs but also topics related to sports and show business. 
Schettini, Ver para Creer, pp. 37-52. 

Menem, Carlos Saúl, Discurso de Carlos Saúl Menem en la ciudad de 
Rosario, con motivo de la repatriación de los restos de Juan Manuel 
de Rosas. See more at: http://archivohistorico.educ.ar/content/c-s- 
menem-sobre-repatriaci/C3%B 3n-restos-jmde-rosasfisthash.qMSf 
03SA.dpuf 
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Juan Domingo Perón won the general elections in 1946. The Peronism 
was not only a working class movement, but a class alliance that 
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was able to redefine the social and political identities of important 
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“that continued to function even during Peron's enforced exile from 
1955 to 1973”. Gabriela Nouzeilles and Graciela Montaldo, eds., The 
Argentina Reader. History, Culture, Politics (Durham: Duke University 
Press, 2002), pp. 269-272 and Gerardo Aboy Carlés, Las dos fronteras 
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de Alfonsín a Menem (Rosario: Homo Sapiens Ediciones, 2001), pp. 
300-305. 
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Having Memory: The Repatriation of Juan Manual de Rosas and the 
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Politics in Latin America,” in Death, Dismemberment and Memory: 
Body Politics in Latin America, edited by Lyman L. Johnson (New 
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Editor, 1982), pp. 98-100. 
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Immediate Experience (New York: Doubleday, 1964), pp. 89-106. 
Lynch, Argentine Dictator, pp. 314-336. 

Novaro, Historia de la Argentina, pp. 272-273. 

López, “Our Welcomed Guests,” in To Be Continued, ed. Allen, pp. 
256-275. 

John Gibbs, Mise-en-scċne: Films Style and Interpretation (London: 
Wallflower), pp. 27-33. 

Dora Barrancos, Mujeres en la sociedad argentina. Una historia de cinco 
siglos (Buenos Aires: Editorial Sudamericana, 2007), pp. 56-60. 
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of Juana Manuela Gorriti, Maria Luisa Bemberg, and Enrique 
Molina.” PhD Dissertation, The University of Texas at Austin, 2007. 
Camila and Ladislao are sentenced to death by the government and 
executed by firing squad in August 1848. It was the first time a woman 
was executed. Lynch maintains that the event was a sign of the worse 
to come in the Rosista regime, which sowed terror in the local popula- 
tion: executions became everyday occurrences. Rosas is still a 
controversial figure, even now remembered for his cruelty. Lynch, 
Argentine Dictator, pp. 239, 241. 

Taub, “Exclusión y Otredad,” 54. 

Ana Laura Lusnich, El drama social folclórico: el universo rural en el cine 
argentino (Buenos Aires: Biblos, 2007), pp. 91-95. 

Stuart, Hall “Introduction: Who Needs ‘Identity’?,” in Questions of 
Cultural Identity, edited by Stuart Hall and Paul du Gay, 1-14 
(London: Sage, 1996); Leonor Arfuch, “Problemáticas de la iden- 
tidad, in Identidades, sujetos y subjetividades (Buenos Aires: Prometeo, 
2002). 

Mijail M. Bajtin, Problemas de la Poética de Dostoievski. "Translation 
Tatiana Bubnova (Buenos Aires, Fondo de Cultura Económica, 
1988), pp. 258-259. 

The number of African slaves in Argentina was lower than in Brazil 
and Central America. The 1813 Assembly decreed the ‘freedom of 
wombs’, a law of free birth that meant that all children of slaves born 
from 21 January 1813 would be free. This partially reduced slavery 
but did not put an end to the slave trade. Most of the African 
Americans worked as servants for well-off families. During the 
government of Rosas the black population had an active participation 
in Portefio society. Lynch, Argentine Dictator, 119-125 and George 
Reid Andrews, Afro-Latin America. 1800-2000 (Oxford: Oxford 
University Press, 2004), pp. 98-99. 

This situation is practically a cliché in Latin American telenovelas: the 
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Reinforcement: Hybridization, Identity and Historic Narrativization 
in Argentinean Telenovelas.” PhD Dissertation, Tel Aviv University, 
2012. 

Maria Victoria Bordieu, Pasión, heroísmo e identidades colectivas. Un 
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Novaro explains that the electoral victory in 1991 inaugurated the 
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Azpiazu and Eduardo Basualdo, Las privatizaciones en la Argentina. 
Genesis, desarrollo y principales impactos estructurales (Buenos Aires: 
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Humanisticas para las Ciencias Económicas”, Buenos Aires, 8-10 June 
2005. 

In 1999 there was a tragic accident to a Lapa plane during takeoff, in 
which 67 people died. Alejandro Grimson, La aviación civil en la 
Argentina, The Center for Migration and Development. Working 
Paper Series, Princeton University (2008). From: http://www.prin- 
centon. edu/cdm/working-papers/idlacO8/wp0805b.pdf. Accessed 
13/09/2012 
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In spite of this, Javier comes under verbal and physical attack because 
of his Jewishness, in incidents that appear to allude directly to the 1992 
bombing of the Israeli embassv and the attack on the Jewish commu- 
nitv headquarters (AMIA) in 1994. 
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Burman,” Letras Hispanas 4, 2 (2007): 30, 31, 35. 
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Contemporáneo,” Nuevo Mundo Mundos Nuevos (2010). Uploaded 
06/01/2010: http://nuevomundo.revues.org/58355. Accessed 
14/09/2012; Néstor García Canclini, Culturas híbridas: Estrategias para 
entrar y salir de la modernidad, pp. 1-14. 

In the early sixties psychoanalysis became disseminated as a polysemic 
cultural artefact. Nowadavs it is part of a 'psv' universe occupied by a 
heterogeneous set of practices and discourses, as well as a wide spec- 
trum of theories and institutions that that have their roots in 
psychoanalytic ideas, or appear as an alternative option. Many 
psychoanalytic concepts have become an indivisible part of everyday 
language. 

Mariano Plotkin and Sergio Visacovksky, “Saber y autoridad: inter- 
venciones de psicoanalistas en torno a la crisis en la Argentina,” 
Estudios Interdisciplinarios de America Latina y el Caribe (E.LA.L) 18, 1 
(2006-7). 
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Vulnerables (1999), Locas de amor (2004), Tratame bien (2009), En 
Terapia (2012-2013), Tiempos compulsivos (2013) and Historias de 
divan (2013). 

Maristella Svampa, “El devenir de las organizaciones piqueteras en 
América Latina,” Barataria 1 (2004). http://www.maristellasvampa. 
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Batlantas are venues in which various types of tropical music are 
played and danced to. 

The latest data (2004) supplied by INDEC, the National Statistics and 
Censuses Institute, shows that in a given week 6.5 % of children 
between 5 and 13 worked in activities equivalent to adult work; 4.1% 
produced primary goods or participated in the building of their own 
home, and 11.4% carried out domestic work for at least 10 hours a 
week. The most recent data is processed by the Argentine Catholic 
University (UCA), in their Social Debt Barometer. Between 2010 and 
2011, the percentage of urban children between 5 and 13 working in 
market-oriented activities decreased by 8.4 to 7.2 percent. Although 
this shows a downward tendency, the numbers are similar to — or 
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Teenagers” Labour) was passed by the Argentine Congress in 2008. 
The law defines children's labour and sets sixteen as the minimum age 
for the employment of minors as from 2010. It also details the condi- 
tions under which teenagers may work. Francisco Jueguen, “El trabajo 
infantil se quedó sin brújula en la Argentina,” La Nación, January 30, 
2013. http://www.lanacion.com.ar/1547444-el-trabajo-infantil-se- 
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From: http://www.uca.edu.ar/uca/common/grupos81/files/Bolet-ntra- 
bajo infantil-Bar-metro.pdf 
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decade, with the steady increase of unemployment and the lack of 
alternative work, the social composition of the ciruja groups has 
changed considerably, and one of the symptoms of change is the 
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recently. Mariano Perelman, “De la vida en la quema al trabajo en 
las calles. El cirujeo, Ciudad de Buenos Aires,” Avá Revista de 
Antropología 12 (2008): 117-135. 

From: http://www.scielo.org.ar/pdf/ava/n12/n12a07.pdf 

For further information on the subject see: Javier Auyero, “What Are 
They Shouting About? The Means and Meanings of Popular Protest 
in Contemporary Argentina,” in The Argentine Crisis at the Turn of the 
Millennium. Causes, Consequences and Explanations, eds. Flavia 
Fiorucci and Markcus Klein (Amsterdam: Aksant, 2004), pp. 
131-134. 

In 1997 there was an upsurge of bailanta programmes on over-the-air 
television channels. Ulanovsky, Itkin y Sirvén, Estamos en el aire, p. 
620. 

Eliseo Verón, “Relato televisivo e imaginario social,” in El espectáculo 
de la pasión , comp. Mazziotti pp. 34-38. 
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Political Confusion (New York: Garland Publishing Inc., 1999), pp. 
133-176. 
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music. Alejandra Cragnolini, “Articulaciones entre violencia social, 
significante sonoro y subjetividad: la cumbia villera en Buenos Aires,” 
Trans. Revista Transcultural de Musica 10 (2006). From: 
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social-significante-sonoro-y-subjetividad-la-cumbia-villera-en- 
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buenos-aires Accessed 17/10/2012. 

This was the case of “Los Pibes Chorros”, who played in several episodes 
of the telenovela. 

Miguel Agustín Torres, “La cumbia villera, ¿apología del crimen o 
retrato de una realidad social?,” Ámbito Jurídico 43 (2007). From: 
http://www.ambito-juridico.com.br/site/index.php?n link=revista 
artigosleitura&artigo id-4162 

Gilda's fame grew after her death, boosted bv journalistic articles, 
special TV programmes on air channels, a documentary about her 
'saintliness', and special edition CDs. Eloisa Martin, “La doble de 
Gilda, o cómo, cantando cumbias, se hace una santa popular,” in Entre 
santos, cumbias y piqueteros, Las culturas populares en la Argentina 
reciente, eds. Daniel Miguez y Pablo Semán (Buenos Aires: Biblos, 
2006), pp. 75-91. 

Michel Chion, La voz en el cine (Madrid: Cátedra, 2004), p. 162. 

In this episode, Mili and her friends parade and dance on spectacular 
carnival floats. In this way the telenovela not only broadcasts the 
programme but also promotes a tourist attraction; this is frequent in 
Brazilian telenovelas. 

Raymond Williams, Marxismo y literatura (Barcelona: Ediciones 
Península, 1977), pp. 150-158. 

The importance of football in Argentinian popular culture is demon- 
strated by the quantity of telenovelas and series centred on the sport 
and broadcast over the years. Amongst them: Rodolfo Rojas DT 
(1997), Cada día te quiero más (1997), Son amores (2002, 2003) and 
Botineras (2009). 

Sergio Villena Fiengo, “Gol-balización, identidades nacionales y 
fútbol,” in Futbologias: fútbol, identidad y violencia en América Latina, 
comp. Pablo Alabarces (Buenos Aires: CLACSO, 2003), pp. 
257-271. 

Generally the stories reach their dénouement in the last few episodes. 
Germinal motifs open the door to stories of unrequited love, misun- 
derstanding, forbidden love, and so on, which are woven into 
recurring motifs that keep the story going so as to eventually culmi- 
nate in the final motif: the wedding. Gustavo Aprea, Rolando C. 
Martínez Mendoza, “Hacia una definición del género telenovela,” in 
Telenovela] Telenovelas. Los relatos de una historia de amor coord. Marita 
Soto (Buenos Aires: Atuel, 1996), pp. 24-25. 

Eduardo Archetti, “El potrero y el pibe. "Territorio y pertenencia en el 
imaginario del fútbol argentino,” Horizontes Antropológicos 14, 30 
(2008): 259-282. http://www.scielo.br/pdf/ha/v14n30/a13v1430.pdf 
Campeones was first shown in the summer of 1999, on the heels of 
Gasoleros, a successful telenovela that focused on the lives and loves of 
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the middle class. 

Maria Matilde Ollier, 'Democratic Institutionalization ata Dead End: 
Presidential Instability in Argentina (1999-2003),” América Latina 
Hoy 49 (2008): 73-103 

Mate is a herbal beverage drunk from a small gourd through a metal 
tube (bombilla). It is traditionally drunk in a particular social setting, 
such as family gatherings or with friends. The same gourd and bombilla 
are used by everyone drinking. One person (the cebador) assumes the 
task of server. 

Nora Mazziotti, 'Intertextualidades en la telenovela Argentina: melo- 
drama y costumbrismo,” in El espectáculo de la pasión, comp. 
Mazziotti, pp. 153-169. 

Michel de Certau, La invención de lo cotidiano 1. Artes de hacer (México: 
Universidad Iberoamericana, A.C, 1996): pp. 44-45. 

The title of the book written by Sylvina Walger, synthesizing the 
Menemist culture of the nineties. 

Boxing is an extremely popular sport in Argentina and, as Eduardo 
Archetti points out, “an avenue of upward social mobility, especially 
for the urban poor in large cities’. Eduardo Archetti, “El deporte en 
Argentina (1914-1983),” Trabajo y Sociedad. Indagaciones sobre el 
Empleo, la Cultura y las Prácticas Políticas en Sociedades Segmentadas 7, 
6 (2005). Accessed 15/09/2012. From: 
http://www.unse.edu.ar/trabajoysociedad/Archetti. 

Zigmunt Bauman, “From pilgrim to tourist — or a short history of iden- 
tity,” in Questions of Cultural Identity, pp. 18-36. 

“Que no nos falte el trabajo, ni las ganas de soñar. Que el sueño traiga 
trabajo, y el trabajo, dignidad” (Let us not lack work / nor the wish to 
dream, let our dreams bring work / and work bring dignity. (Authors 
translation). 

The representation of a meat packer's life provides the opportunity for 
the serial to explore the industrv's role and importance in Argentinian 
political and social history. The subject was dealt with in the movie La 
hora de los hornos (Fernando Pino Solanas, 1968). The television text 
describes the resistance of the meat packers in the Lisandro de la Torre 
meat processing plant in 1959, when they went on strike and occupied 
the plant so that 1t could not be sold. “These events became a symbol 
of Peronist resistance and labour struggle. 

Bauman, “From pilgrim to tourist — or a short history of identity,” pp. 
36-39. 

Novaro, Historia de la Argentina, pp. 286-287. 

Steven Levitsky and Maria Victoria Murillo, “Building Castles in the 
Sand? The Politics of Institutional Weakness in Argentina,” in 
Argentine Democracy eds. Levitsky and Murillo, pp. 38-39. 
Maristella Svampa, “Dificultades y logros de las movilizaciones 
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sociales. Las declinaciones de la política,” Revista Multitudes 14 
(2004). From: http://multitudes.samizdat.net/ 

Juan José Sebrelli, Buenos Aires, vida cotidiana y alienación (Buenos 
Aires: Editorial Sudamericana, 2003), pp. 44-46. 

Peter Marcuse's concept of “quartered cities? plays with the double 
meaning of “quarter”, so the idea of neighbourhoods becomes associ- 
ated with the idea of fragmenting urban space into quarters. María 
Cecilia Arizaga, “Murallas y barrios cerrados. La morfología espacial 
del ajuste en Buenos Aires,” Nueva Sociedad 166 (2000): 22-32. 
Marie-France Prévót Schapira, Segregación, fragmentación, secesión: 
Hacia una nueva geografía social en la aglomeración de Buenos Aires, 
Economía, Sociedad y Territorio 2,7 (2000). 

Mario Margulis and Marcelo Urresti, “Buenos Aires y los jóvenes: las 
tribus urbanas,” Estudios Sociolögicos 46 (1998): 25-36. 

Both Federico's and Romina's parents are divorced. 

Always in line with the format and the moralizing tone of telenovelas. 
Joanna Page, Crisis and Capitalism in Contemporary Argentine Cinema 
(Durham: Duke University Press, 2010), pp. 37-40. 

Mario Margulis and Marcelo Urresti, “La construcción social de la 
condición de juventud” in Viviendo a toda: jóvenes, territorios culturales 
y nuevas sensibilidades, eds. Mario Margulis et al. (Bogotá: Siglo del 
Hombre Editores, 1998), pp. 19-20. 
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Rutherford, “The Third Space,” pp. 207-221 and Hommi Bhabha, 
The Location of Culture (New York: Routledge, 1994), pp. 32-33. 
Between 21 December 2001 and January 2002 there were four consec- 
utive presidents: Ramén Puerta, Adolfo Rodriguez Saa, Eduardo 
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Matias Artese, “A ocho afios de la ‘Masacre de Avellaneda’. Una revi- 
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Norden, Military Rebellion in Argentina, pp. 102-104. 

José Firstater, “Fuera de la ley: La figura paterna en el policial argen- 
tino después de la dictadura militar,” Estudios Interdisciplinarios de 
America Latina y el Caribe (E.I.A.L) 20, 1 (2009). 

Stuart Kaminsky and Jeffrey Mahan American Television Genre 
(Chicago: Nelson Hall, 1985), pp. 56-58. 

Ibid., pp. 28-29. 

The police force came under the orders of the army. In 1976 General 
Albano Harguindeguy was designated head of the police. His 
appointment facilitated army control over any political activities car- 
ried out in the country. Many of the actions against perceived 
insurgents were performed by paramilitary forces which operated 
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from the shadows, but with the consent and supervision of the 
National Armv. 

Marcos Novaro and Vicente Palermo, La dictadura militar (1976— 
1983): del golpe de Estado a la restauración democrática (Buenos Aires: 
Paidós, 2003), pp. 81- 83. 

Maurice Halbwachs, La memotre collective (Paris: PUF, 1968), p. 211. 
‘Tomas reproaches his purported mother for her silence, and because 
she did not ask any questions about his origin. The same could be said 
of many Argentinians who kept silent and repeated ad nauseam: “They 
must have done something’. 

Marina Achugar, “Construcción de la memoria: un análisis de la 
confesión de un represor,” Discurso y Sociedad 1, 4 (1999): 7— 33. 
“Como en tiempos de la dictadura,” Pagina 12, Septiembre 21, 2002. 
From: http://www.pagina12.com.ar/diario/elpais/1-10471-2002-09- 
21.html 

Ilana Elkad-Lehman, Magic in the Web: Intertext, Reading, and the 
Development of Thinking (Tel Aviv: Mofet, 2007), pp. 22-33. 

Jelin guoted by Mariana Caviglia, Dictadura, vida cotidiana y clases 
medias. Una sociedad fracturada (Buenos Aires: Prometeo Libros, 
2006), p. 50. 

Ibid., pp. 51-52. 

Among other things, Dora describes Tomas’s father as an idealist and 
a dreamer; his mother used to work in the slums. The teleplay does 
not contemplate the possibility that they may have been political 
activists, or give any information about the circumstances of the 
kidnapping or what the grandmother's life was like after the event. 
Dora explains that she did not look for her grandson because she was 
paralyzed by fear. 

According to Mittell's explanation, narrative complexity brings 
continuing stories to the fore by means of various genres, and also 
takes the serial form beyond telenovela conventions, even when using 
storylines typical of the genre. Jason Mittel, “Narrative Complexity in 
Contemporary American Television,” The Velvet Light Trap 58 
(2006): 20-40. 

A regular feature in the series and telenovelas produced by Pol-Ka. 
John Fiske, Television Culture (London: Routledge, 1987), pp. 
160-164. 

Gustavo Geirola, “Lesbianas en las telenovelas. Negociaciones cultu- 
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the telenovela we are discussing, Coraje has supernatural powers 
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